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his collection is a tribute by RCA Red Seal to the first 100 years of 
the Metropolitan Opera and to 100 singers who have signifi- 
cantly performed there during that period. In forming the con- 
tents, the vaults of RCA Records were searched for recordings 
that would chronicle those years from 1903, when the Victor Talking Machine 
Company produced the first Red Seal record, to 1983, the Met’s Centennial. 
The panorama of this artistic vocalism starts with the Met’s initial season and 
covers the century to include artists who are currently appearing there. 

The selection of recordings has been made to demonstrate the broad range 
of repertory produced at the house. There are no duplications of arias or 
ensembles, and roles depicted by artists in these recordings are those they 
performed with the Met company. No importance is implied as to the signifi- 
cance of any recorded role in the artist’s career. 

The close association between the Met, its artists and RCA has been in 
evidence since the first Red Seal record was made, and this tribute from us is 
not only a testimony to that association but a declaration to continue the link. 


Notes on the Singers by ROBERT JACOBSON 


RECORD 1 


SIDE 1 
Donizetti Thomas Wi 
Lucia di Lammermoor: Act III Hamlet: Act IV De 
Ardon gl’incensi (Mad Scene) A vos jeux, mes amis (Mad Scene) Jo- 
Marcella Sembrich, soprano Nellie Melba, soprano Jol 
with orchestra with orchestra Ww: 
Darius Lyons, flute obbligato (Recorded 3/29/07; Matrices: C-4354-1, C-4355-1) (R 
(Recorded 3/1/06; Matrix: C-3154-1) 
Meyerbeer Pu 
Puccini L’ Africana: Act III La 
Tosca: Act II All’erta, marinar: Il vento cangia!; Ve 
Vissi d’arte Adamastor, re dell’acque M 
Emma Eames, soprano Giuseppe Campanari, baritone Wi 
with orchestra with piano (Re 
(Recorded 1/25/08; Matrix: C-4033-4) (Recorded 11/23/03; Matrix: C-742-1) ‘ 
0 
Berlioz . SIDE 2 La 
La Damnation de Faust: Act III Vo 
Devant la maison (Serenade) Meyerbeer Lo 
Pol Plancon, bass Le Prophete: Act V wi 
with orchestra O prétres de Baal (Prison Scene) (Re 
(Recorded 1/23/06; Matrix: B-3024-1) Ernestine Schumann-Heink, contralto 
with orchestra Ha 
Bizet (Recorded 9/26/07; Matrices: C-4838-2, C-4839-1) La 
Carmen: Act II MEN e Ra 
Les tringles des sistres (Gypsy Song) Donizetti En 
Emma Calvé, soprano L’Elisir d Amore: Act I wi 
Wathworehestra Come paride veZZOSO (Re 
(Recorded 3/20/08; Matrix: C-6042-1) Antonio Scotti, baritone 
with piano 
(Recorded 3/2/05; Matrix: C-2361-1) 
olish soprano Marcella Sembrich and Donna Anna, Alice Ford, Elisabeth, Sieglinde, Me 
(1858-1935) came to the Metropolitan Aida, Pamina, Amelia in Un Ballo in Maschera, Leonora on 
Opera on the second night of the house _ in II Trovatore and such rarities as Iris and Eroe Leandro. ‘141 
at 39th Street and Broadway, singingLu- — Eames had studied in Paris with Mathilde Marchesi, be: 
cia di Lammermoor—a role she would making her debut at the Opéra in 1889, chosen by an 
perform 41 times during her Met career. In that 1883-84 | Gounod to sing Juliette. Between 1891 and 1909 her Met __ in! 
season and then between 1898 and 1909, when she re- _ career totaled 420 performances; after the 1911-12 season OF; 
tired, the soprano was heard in most of the fabled color- with the Boston Opera she retired, still in her prime. als 
atura vehicles: I Puritani, *La Sonnambula, Il Barbiere di Eames was celebrated for her wide vocal range, absolute Mz 
Siviglia, Hamlet, Les Huguenots, Roméo et Juliette, Don Pas- technical mastery and great dramatic skills. ne 
quale, Die Zauberflote, La Fille du Régiment and Lakmé, as Pol Plangon encapsulates the genre of the French bass = Mz 
well as Die Meistersinger, Lohengrin, La Bohéme, Ernani with his enormous range, sumptuous tone and com- Br 
and Die Fledermaus, tallying 26 roles in 438 perfor- _ plete bel canto artillery in terms of suave flexibility and __ tin 
mances. But it was at the close of the first season, ata _ legato. Born in Fumay in 1854, he studied with the legen- _nat 
benefit to help rescue the tottering finances of general dary Louis-Gilbert Duprezand made hisdebutatLyons al 
manager Henry E. Abbey, that Sembrich’s vast musical _in 1877 going to the Paris Opéra in 1883 as Méphi- 194 
talent was fully displayed. She not only sang Rosina in _stophélés. At the Met he played that role 85 times, as 
Act II of Il Barbiere (including the Proch Variations and _ adding both Mefistofele and La Danination de Faust (first } 
the Russian national anthem for the lesson scene) but performance: February 2, 1896, and sung but nine times) Par 
she played the Adagio and Finale of De Beriot’s Violin _to his devil impersonations. Plancon had come to the Au 
Concerto No. 7 and thena piece by Chopin atthe piano, Met as Jupiter in the first performance there of Philémon — adz 
climaxed by “Ah! non giunge” from La Sonnambula. She et Baucis on November 28, 1893, going on to 33 rolesin _fes: 
became an immediate New York favorite for the faultless 489 performances. His repertory included Claudius in Gil 
brilliance and clarity of her coloratura, her warmexpres- — Hamlet, Friar Laurence, Lothario in Mignon, St. Brisin as] 
siveness and her exquisite sense of style. Sembrichlater Les Huguenots, Garrido in La Navarraise (which he had reg 
taught at the Curtis Institute and Juilliard School. created in 1894), Count de Gormas in Le Cid (which he bra 
The American, Shanghai-born soprano Emma Eames had also created, in 1885), Escamillo, Gessler in Willian Lux 
(1865-1952) sang her first Floria Tosca at the Met on De- Tell and others. Plancon made his farewell in 1908 as Op 
cember 12, 1902, about two years but only five perfor Plunkett in Martha and died in Paris in 1914. ove 
mances after the opera’s American premiere in the During this heyday of French artists and Frenchop- §$& 
theater with Milka Ternina. Eames would sing it39times era, which Oscar Hammerstein would eventually cap- ol 
during her Met career, which began on December 14, : : V 


1891, as Juliette in the first New York performance in 
French of Roméo et Juliette, and would encompass Mar- 
guerite, Santuzza, Micaela, Eva, Elsa, the Countess, 
Tosca, Charlotte in Werther, Desdemona, Donna Elvira 


* All operas mentioned in these note: 
with their composer and th 


italize on with his Manhattan Opera, the 
born (1858) Emma Calvé emerged the! 

her era, having sung it f 
Opéra-Comique, w! 


40-2 


miere in 1 


Wagner 
Der Fliegende Hollander: Act II 

jo-ho-hoe!; Traft ihr das Schiff (Senta’s Ballad) 
Johanna Gadski, soprano 

with orchestra 

(Recorded 2/26/08; Matrix: C-5013-2) 


| Puccini 

La Bohéme: Act IV 

Vecchia zimarra 

Marcel Journet, bass 

with orchestra 

(Recorded 1/16/12; Matrix: B-3162-3) 


Ponchielli 
La Gioconda: Act I 
Voce di donna 
Louise Homer, contralto 
with orchestra 
| (Recorded 12/13/12; Matrix: C-3874-2) 


| Halévy 

| La Juive: Act IV 

Rachel, quand du Seigneur 
Enrico Caruso, tenor 

with orchestra, Joseph Pasternack, conductor 
| ‘Recorded 9/14/20; Matrix: C-24461-2) 


Metropolitan, Calvé was first heard as the gypsy heroine 
on December 20, 1893, and she went on to sing it some 
141 times. The soprano had made her debut on Novem- 
der 29 of that year as another verismo tigress, Santuzza, 
and until 1904 she sang such diverse repertory as Suzel 
in L’Amico Fritz (which she had created in 1891), Mignon, 
Ophélie, Marguerite, Anita in La Navarraise (which she 
also created, in 1894), Leila in Les Pécheurs de Perles, both 
Margarita and Elena in Mefistofele, and Messaline, gar- 
nering 261 performances. Another product of the 
Marchesi school, she bowed as Marguerite in 1882 in 
| Srussels and retired in 1914 in Nice, although she con- 
| tinued to sing concerts until 1927 Known as a passio- 
nate, intense actress with a strong, dramatic voice that 
| always remained beautiful and musical, Calvé died in 
1942, leaving all those who sang Carmen in her wake to 
aspire to that standard. 

Mme. Marchesi’s phenomenal school of singing in 
Paris brought Nellie Melba into prominence as well. The 
Australian-born (1861) Helen Porter Mitchell, who 
| adapted a version of her native Melbourne for her pro- 
| fessional name, bowed at Brussels’ Monnaie in 1887 as 
Gilda and the following year at London’s Covent Garden 
| 2s Lucia; it was in the English capital that she appeared 
| regularly until 1914 and then in the ‘20s until her cele- 
| brated gala farewell in 1926. Melba came to the Met as 
Lucia on December 4, 1893, and two nights later offered 
Ophélie in Hamlet, with Jean Lassalle in the title role. In 
over 200 performances the soprano encompassed Gilda, 
| Semiramide (the Met's first), Juliette, Marguerite de Val- 
ois in Huguenots, Nedda, Marguerite, Micaela, Manon, 
Violetta, Elisabeth, Elsa and Mimi, as wellas the title role 
in Elaine (an opera written for her) and even one disas- 
frous attempt at the Siegfried Brtinnhilde. Melba’s Met 
)years spanned 1893 to 1911, although she also appeared 
with the Damrosch company, the Manhattan Opera and 


Chicago Opera. Throughout a long career, her silvery 
soprano maintained its freshness and purity, while her 
sure, brilliant technique and ease in ornamentation be- 
came a source of admiration. She died in Sydney in 1931. 
During the 1890s and at the turn of the century, the Met 
dazzled with nights of seven stars, suchas Melba, Lillian 
Nordica, Plangon, Sofia Scalchi, the de Reszke brothers 
and Victor Maurel in Meyerbeer’s Les Huguenots. The 
composer's L’Africana remained popular as well with a 
constantly changing parade of artists. Giuseppe Cam- 
panari came to the Met on November 30, 1894, as Count 
DiLuna and on February 4, 1895, sang Ford in the North 
American premiere of Verdi's final opera, Falstaff, with 
Eames and Maurel. The Venice-born baritone (1855) 
studied voice, lost it after making a premature debut and 
then became a cellist in the La Scala orchestra. Deter- 
mined to sing again, he played Tonio in Pagliacci with an 
American touring company under Gustav Hinrichs. 
Campanari remained at the Met until 1912 (when he sang 
Alfio in Cavalleria Rusticana), after which he taught in 
New York and Milan, dying in the Italian city in 1927 
Meyerbeer’s Le Prophéte, too, established itself as a 
staple with a certain school of singers, and with the 
German-born (1861) Ernestine Schumann-Heink the 
role of Fidés was in expert hands at the turn of the 
century. She came to the Met as Ortrud in Lohengrin on 
January 9, 1899, singing that role 66 times. Fidés, which 
she did there for the first time on January 10, 1900, was 
essayed only a dozen evenings, but she tallied up 18 roles 
in 299 performances before retiring as Erda in 1932. 
Schumann-Heink’s repertory offered Fricka and Erda in 
Das Rheingold, Fricka in Die Walkiire, Erda in Sieg fried and 
Waltraute as well as two Norns in Gotterdammerung, plus 
Die Meistersinger, Der Fliegende Hollander, Tristan und Isol- 
de, Tannhiuser, Hansel und Gretel and Ero e Leandro. The 
singer made her debut as Azucena at Dresden in 1878, 
and in 1909 created Klytemnestra in Elektra in that city. 
She became the most celebrated contralto of her genera- 
tion with her perfectly developed technique, broad vocal 
range and power and womanly embodiment of grand 


Caruso and Scotti: good friends as well as colleagues 


in Hollywood, California, in 1936. 


as Don Giovanni on December 27, 1899, and said farewell 
on January 20, 1933, as Chim-Fen in L’Oracolo, a role he 
had created in 1905 at Covent Garden and then at the Met 
in 1915. In the longest record amassed by a principal 
artist, Scotti totaled 36 roles in 832 performances plus 344 
on tour in a repertory that spanned Valentin, Escamillo, 
Rigoletto, Malatesta, Tonio, Scarpia (New York’s first), 
Marcello, Iago, Germont, Almaviva, Don Carlo in Er 
nani, Renato, Barnaba, Sharpless, Michonnet, Falstaff, 
Sulpice and such out-of-the-way works as Messaline, 
Fedora, Iris, Le Donne Curiose, Il Segreto di Susanna, 
Salammbé and Crispino e la Comare. Often a partner to 
Caruso, the baritone sang Belcore in the Met's first 
L’Elisir d’Amore on January 23, 1904—to Caruso’s 
Nemorino—and portrayed him in 32 performances. 
Having made his debut in 1889 at Malta, Scotti sang 
throughout Italy, Spain, South America and in London, 
celebrated for a voice of striking beauty and fluency 
mated with superb intelligence and artistry. He died in 
his native Naples in 1936. 

In the wake of the opening of Wagner’s Festspielhaus 
at Bayreuth in 1876, a new generation of heroic singers 
came into being, among them the German dramatic 
soprano Johanna Gadski (1872-1932), who came to the 
Met as Senta on January 6, 1900, and was instantly 
praised for her sincere manner and sympathetic voice 
and presence. Her Met repertory came to include all the 
leading Wagnerian roles, from the lighter Eva and Elis- 
abeth to the three Brtinnhildes and Isolde—together 
with Donna Elvira, Valentine in Huguenots, Aida, San- 
tuzza, Pamina, Amelia in Ballo, Micaela, the Countess, 
the Trovatore Leonora, and Agathe plus such novelties as 
Der Wald, La Dame Blanche, Lobetanz and Versiegelt. Gadski 
had made her debut at Berlin’s Kroll Opera in 1889 and 
came to New York with the Damrosch company in 1895 
as Elsa. Her Met seasons, ending in 1917, encompassed 
26 roles in 455 performances. Her big, thrusting soprano 
became a staple at Bayreuth and Munich as well. 

Representing the ongoing tradition of French basses 
was Marcel Journet, who came to the Met on December 
22, 1900, as Ramfis. On the 26th he was Colline in the 
first Met performance of La Bohéme; he sang the role of 
Puccini’s philosopher 52 times. Along with over 60 
French roles, he was a master, too, of the Italian and 
Wagnerian repertoires. His Met years numbered 43 
parts in 384 performances spanning the Commen- 
datore, Raimondo, Sparafucile, Méphistophélés, Esca- 
millo, St. Bris, both Titurel and Gurnemanz, Basilio, 
Lodovico, Leporello and such operas as Le Cid, 
L’ Africana, Salammb6, Messaline, Lakmé and Iris. Born in 
Grasse in 1867, Journet died at Vittel in 1933; he had 
created Fafner, Klingsor, Phanuel in Massenet’s Héro- 
diade, Dosifey in Khovanshchina and the Sultan in Marouf 
for the Paris Opéra as well as Simon Magro in Boito’s 
Nerone at La Scala. As a direct successor to Plangon, he 
was long admired for his beautifully even, well-schooled 
bass. 

That December 22, 1900, Aida also marked the debut of 
the American contralto Louise Homer (1871-1947), as 
Amneris. She became an established favorite at the Met, 
singing 42 roles in over 700 performances. Her first 
Laura there came in 1904, and in seasons until 1919 and 
then between 1927 and 1929 she took on most of the first- 
rank mezzo roles: Siebel, Ortrud, Maddalena, 
Brangane, Azucena, Venus, Dalila, Fidés, Waltraute, Ul- 


rica, Fricka, Erda, Dame Quickly, Marina and Suzuki as 
well as Orfeo ed Euridice and Armide under Toscanini, the 
Witch in the 1910 premiere of Kénigskinder and leading 
roles in Manru, Mona, The Pipe of Desire and The Gypsy 
Baron. Having made her debut in Vichy in 1898 in La 
Favorita, she sang until 1930. Married to composer 
Sidney Homer, she was the aunt of the celebrated com- 
poser Samuel Barber, whose Vanessa would come to the 
Met stage in the late 1950s. Homer's was a voice known 
for its power, beauty and versatility. 

When Enrico Caruso (1873-1921) sang his last perfor- 
mance at the Met, on Christmas Eve 1920, an era for the 
theater and the history of opera truly ended. Caruso 
literally became the Met from his debut as the Duke in 
Rigoletto on November 23, 1903, to his final role of Eléazar 
in La Juive, which he had essayed for the first time on 
November 22, 1919. He had sung 626 performances with 
another 235 on tour in 37 major roles that included 
Canio, Radames, Cavaradossi, Rodolfo, Edgardo, 
Nemorino, Faust, Samson, Riccardo and Don José. He 
opened every Met season in those years save one, when 
he bowed to the returning American soprano Geraldine 
Farrar, who would become one of his most frequent 
partners onstage. Caruso made his debut in his native 
Naples in 1894 in Morelli’s L’Amico Francesco; within 
eight years he had sung in the world premieres of Fedora 
and Ciléa’s L’Arlesiana and Adriana Lecouvreur in Milan. 
At the Met he created Dick Johnson in the world pre- 
miere of La Fanciulla del West in 1910 and sang in the first 
performances there of, among other operas, L’Elisir 
d’Amore and La Forza del Destino. When his career 
ended—singing Eléazar while suffering bronchial 
pneumonia—he had become the first superstar and per- 
haps the most famous tenor of all time—not only due to 
his miraculous voice and talent but to his belief in the 
phonograph and making records. Between 1902 and 
1920 he led the way for singers in taking his talent to the 
recording studios, and forever the name of Caruso and 
the phonograph are entwined. 
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RECORD 2 


STE 3 


Wolf-Ferrari 

Le Donne Curiose: Act II 

Se in voi cotanto forte fosse ‘amor; II cor nel contento 
Geraldine Farrar, soprano 

Herman Jadlowker, tenor 

with orchestra 

(Recorded 2/21/12; Matrix: C-11607-2) 


Tchaikovsky 

Pique Dame: Act III 

It is almost midnight (Sung in German) 
Emmy Destinn, soprano 

with orchestra, Walter Rogers, conductor 
(Recorded 3/9/15; Matrix: C-15773-2) 


Verdi 

Un Ballo in Maschera: Act III 

Eri tu? 

Pasquale Amato, baritone 

with orchestra 

(Recorded 1/23/14; Matrix: C-11605-3) 


Giordano 

La Cena delle Beffe: Act II 

Ed io non ne godevo; Sempre cosi 
Frances Alda, soprano 

with orchestra, Rosario Bourdon, conductor 
(Recorded 5/20/25; Matrix: BVE-32816-6) 


Leoncavallo 

Pagliacci: Act I 

Qual fiamma avea nel guardo!; Stridono lass 
(Ballatella) 

Alma Gluck, soprano 

with orchestra 

(Recorded 5/16/11; Matrix: C-10091-3) 


Wagner 

Parsifal: Act I 

Mein Vater! (Amfortas’ Prayer) 
Clarence Whitehill, bass 

with orchestra, T. Levy, conductor 
(Recorded 7/22/14; Matrix: C-15076-1) 


SIDE 4 


Verdi 

La Traviata: Act II 

Lunge da lei; Dei miei bollenti spiriti 
John McCormack, tenor 

with orchestra 

(Recorded 3/10/10; Matrix: C-8693-1) 
(previously unpublished in the United States) 


Verdi 

Rigoletto: Act I 

Caro nome 

Luisa Tetrazzini, soprano 

with orchestra 

(Recorded 3/18/11; Matrix: C-10074-1) 


he single opening night Caruso abdi- 
cated—November 26, 1906—was in favor 
of Geraldine Farrar, who, after five tri- 
umphant years in Europe, was coming 
home as Juliette. Born in Melrose, Mas- 
sachusetts (1882), she had studied both here and abroad 
before making her debut at Berlin’s Hofoper in 1901 as 
Marguerite; she then studied with Lilli Lehmann in the 
German capital. Farrar’s Met career encompassed 31 op- 
eras, including Faust, Madama Butterfly (the Met's first), 
La Bohéme, Manon, Tosca, Carmen, Le Nozze di Figaro, 
Pagliacci, Mefistofele, Thais, Mignon and Louise. She cre- 
ated the Goose Girl in Kénigskinder in 1910, Caterina in 
Madame Sans-Géne in 1915 and the title role in Suor An- 
gelica in 1918, and she also appeared in such works as 
Ariane et Barbe-bleu, Julien, La Reine Fiammette, Il Segreto di 
Susanna and La Navarraise. She sang Rosaura in Le Donne 
Curiose eight times, the first of which was for the Amer- 
ican premiere, January 3, 1912. Farrar accumulated 669 
performances at the Met, made early silent films and 
became a glamorous star with a coterie of fans dubbed 
“Gerryflappers,” who turned out in full force for her 
farewell, as Leoncavallo’s Zaza in 1922. A woman of 
great physical beauty and an actress of potent powers, 
she at the same time possessed an exquisite voice of 
wide range. Farrar died in Ridgefield, Connecticut, in 
1967. 
Latvian tenor Herman Jadlowker came to the Met on 
January 22, 1910, in the title role of Faust and went on 
that season to Turiddu, Lohengrin, Cavaradossi, Max 


and Canio. Born in Riga in 1877 he made his debut in 
Cologne in 1897 and sang in the Latvian theaters and at 
the Berlin Kroll Opera before coming to the Met, where 
he created the King’s Son in Kénigskinder and played 
Florindo to Farrar’s Rosaura in the 1912 performances of 
Le Donne Curiose, which were under Toscanini’s baton. 
Later that year, in Stuttgart, Jadlowker became the first 
Bacchus in Ariadne auf Naxos. Before his death in Tel Aviv 
in 1953, the tenor had sung in all the major European 
theaters, praised for his admirable technique and com- 
mand of the florid style in employing his dramatic in- 
strument. 

When Tchaikovsky’s Pique Dame (Queen of Spades) 
had its first American performance at the Met on March 
5, 1910, Czech soprano Emmy Destinn sang Lisa under 
the baton of Gustav Mahler, who was then in his third 
season at the house. Born in Prague in 1878, Destinn had 
come to the Met as Aida on November 16, 1908, in a 
performance marking Toscanini’s debut and the begin- 
ning of Giulio Gatti-Casazza’s long reign as general 
manager. She sang over 300 performances with the com- 
pany in a wide repertory that included Tiefland, Ca- 
valleria Rusticana, Madama Butterfly, La Wally, Pagliacci, Die 
Meistersinger, The Bartered Bride, Falstaff, La Gioconda, 
Tannhduser, Der Freischtitz, Tosca, Lohengrin, Die 
Zauberflote, Un Ballo in Maschera, Les Huguenots, Il Tro- 
vatore and Minnie in the world premiere of La Fanciulla 
del West in 1910. Having made her debut as Santuzza in 
Dresden in 1887, Destinn sang Senta in the first Bayreuth 
Festival Fliegende Hollander and was Berlin’s first Salome, 
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Mascagni 

L’Amico Fritz: Act II 

Tutto tace (Cherry Duet) 

Miguel Fleta, tenor 

Lucrezia Bori, soprano 

with orchestra, Rosario Bourdon, conductor 
Charles Linton, piano 

(Recorded 1/14/24; Matrix: C-29285-2) 
previously unpublished) 


Tchaikovsky 

Eugene Onegin: Act II 

Lontano eco della mia giovinezza (Lenski’s Air) 
Giovanni Martinelli, tenor 

with orchestra, Joseph Pasternack, conductor 
(Recorded 2/9/21; Matrix: C-24931-3) 


Mussorgsky 

Boris Godunov: Act III 

E il di che Zar sar6 (Garden Scene) 
Paul Althouse, tenor 

Margarete Ober, contralto 

with orchestra, Walter Rogers, conductor 
(Recorded 4/23/15; Matrix: C-15945-1) 


Verdi 

La Traviata: Act II 

Di Provenza il mar 

Giuseppe De Luca, baritone 
Metropolitan Opera Orchestra 
Giulio Setti, conductor 

(Recorded 5/10/29; Matrix: CVE-51151-2) 
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» Covent Garden’s first Butterfly and Tatiana. She retired 
* in 1927, having made her mark with her highly individ- 
> ual timbre, her even, well-produced and powerful so- 
i prano and her abilities as an expressive, tragic actress. 
£ She died in Czechoslovakia in1930. 
Besides Destinn and Caruso in that legendary pre- 
t miere of La Fanciulla del West, under Toscanini’s hand, 
» was the Italian baritone Pasquale Amato as Jack Rance. 
2 Born in Naples in 1878, Amato made his debut there in 
_ 1900 and came to the Met in 1908 (November 20) as 
-  Germont, staying until 1921, during which time he also 
created Cyrano de Bergerac in 1913 and Napoléone in 
) Madame Sans-Géne. His Met career numbered 36 roles 
. and 610 performances. With his big, sonorous instru- 
+ ment, clear diction and vibrant artistry, he was justly 
d known for his Rigoletto, Amonasro, Di Luna, Marcello, 
i Iago, Figaro in II Barbiere, Renato, Don Carlo in Forza, 
2 Tonio, Sharpless, Barnaba and Escamillo. He also ap- 
- peared in the less standard works, such as Le Villi, La 
i] Wally, Germania, Armide, L'Amore dei Tre Re, Prince Igor 
- (American premiere), Francesca da Rimini and Lodoletta. 
- Amato died on Long Island in 1942. 
ie The New Zealand soprano Frances Alda (1883-1953) 
L, was brought to the Met as Gilda (December 7, 1908) 
e under the dual protection of her husband, Giulio Gatti- 
d= Casazza, and her lifelong friend from La Scala days, 
2 Arturo Toscanini. Having studied with Marchesi in 
n Paris, Alda made her debut at the Comique in 1904 as 
h Manon and then reigned at the Met until 1929 in such 
E works as Faust, La Boheme, Otello, Mefistofele, Manon 


Lescaut, Falstaff, Martha, Carmen, Manon and Marouf, as 
well as appearing in Le Villi, Cyrano de Bergerac, 
Madeleine, Prince Igor, Francesca da Rimini, Cleopatra’s 
Night, Loreley and Le Roi d’Ys, totaling 353 performances. 
Of her 24 roles, the last was Ginevra in the house pre- 
miere of La Cena delle Beffe (The Jest) on January 2, 1926, 
and in10 subsequent performances. 

Although Alwina Valleria has the honor of being the 
first American soprano to sing at the Met (debut as 
Leonora in I] Trovatore October 26, 1883), Americans did 
not exactly flourish in the house. But Clarence Whitehill, 
born in Marengo, Iowa, in 1871, made a major career 
there. Amfortas was the role of his debut, November 25, 
1909, and he went on to sing it 45 times. His 19 seasons 
with the Met (381 performances) were highlighted by the 
Father in the company’s first Louise and Altair in the 
American premiere of Die Aegyptische Helena. Whitehill 
made his debut in Brussels in 1898 and the following 
year became the first American to sing at the Opéra- 
Comique. In 1900 he toured with the Henry Savage 
company and, after further study, made his German 
debut at Lubeck. Cosima Wagner urged him to study 
with Kniese at Bayreuth, where he sang in 1904 and1908- 
09 as Wolfram, Amfortas and Gunther. The baritone’s 
Met roles featured the Wanderer, Wotan, Gunther, Wolf 
ram, Telramund, Kurvenal and Hans Sachs, along with 
The Pipe of Desire, The Taming of the Shrew, Thais, Pelléas et 
Mélisande (first Met Golaud), Violanta, Manon, Carmen, 
Faust, Samson et Dalila and Aida. Whitehill died in New 
York in1932. 

Alma Gluck, the American soprano of Rumanian 
birth (Bucharest, 1884), came to the Met as the Happy 
Shade in Orfeo ed Euridice on December 23, 1909, and in 
her 18 roles with the company sang 94 performances of 
standard repertory, including six outings as Nedda in 
Pagliacci, beginning December 3, 1910. While at the peak 
of her career, she studied with Sembrich and then turned 
more and more to singing concerts. In both fields Gluck 
was known for the clarity of her intonation and her noble 
musicality. She died in New York in 1938. 

Few celebrated singers have experienced such a brief 
encounter with the Met as the Irish tenor John McCor- 
mack, who came to the house on November 29, 1910, 
singing his one and only Alfredo in La Traviata, the role 
with which he had made his New York debut with the 
Manhattan Opera in 1909 and sang there frequently. 
Born in Athlone, Ireland, in1884, McCormack studied in 
Milan, made his opera debut at Savona in 1906 as Fritz in 
L’Amico Fritz and then went to Covent Garden as Turiddu 
in 1907, The tenor’s Met career in two different seasons 
reaped only seven performances, among them La 
Bohéme, Madama Butterfly and Tosca in 1917-18. In 1913 
McCormack had given up opera for a concert career, 
blaming his negligible acting ability, but probably more 
to the truth were the considerable financial rewards gar- 
nered by concerts. He continued to sing until 1938 and 
died at his home near Dublin in 1945, leaving behind a 
recorded legacy going back to 1904 that displays his 
exquisite phrasing, impeccable breath control and pure, 
limpid lyric tenor. 

One of McCormack’s favorite colleagues in America 
and abroad was the Italian soprano Luisa Tetrazzini, 
who first appeard with the tenor in Parma in 1910 in La 
Fille du Régiment and sang with him in London and New 
York. The soprano too had a brief Met career, totaling 
eight performances in the 1911-12 season; she bowed as 
Lucia di Lammermoor on December 27 1911, and then 


added Violetta and Gilda, the latter on January 11, 1912 
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Arturo Toscanini—Met: 1908-1915 


Born in Florence in 1871, Tetrazzini made her debut in 
Florence as Inez in L’Africana and then spent 15 years 
singing throughout Italy and South America, going to 
San Francisco in 1904, London in 1907 Her New York 
career was launched with Hammerstein’s Manhattan 
Opera, 1908-10, and during World War I she abandoned 
the stage, singing concerts until 1934. The soprano died 
in Milan in 1940 in poverty after having earned tremen- 
dous sums of money during her performing years. 
Tetrazzini was justly acclaimed for her brilliant tone 
above the staff, her awesome coloratura technique with 
its unmatched staccato effects and for the accuracy of her 
ornamentation. 

Lucrezia Bori, on the other hand, remained one of the 
Met’s most beloved figures in the early part of the cen- 
tury, singing 29 roles in over 600 performances following 
her American debut in that theater on November 11, 1912, 
as Manon Lescaut to Caruso’s Des Grieux. She remained 
with the company until1936, although a throat operation 
halted her career between 1915 and 1921. Bori’s repertory 
came to encompass Nedda, Mimi, Antonia, Norina, 
Fiora, Micaela, Iris, Manon, Despina, Violetta, Juliette, 
Alice Ford, Mélisande, Mignon, Louise, Magda (the 
Met’s first) and Suzel in L’Amico Fritz; she was also heard 
in such unusual works as L’Amore Medico, L’Oracolo, 
Snegurochka, Anima Allegra, L’'Heure Espagnole, La Vida 
Breve, Le Preziose Ridicole and Peter Ibbetson (world pre- 
miere). Born in Valencia in 1887, the soprano made her 
debut in Rome in 1908 as Micaela and in 1911 became the 
first Italian Octavian, at La Scala. Following her retire- 
ment from the Met, Bori became the first woman to serve 


on its board of directors. She died in New York in 1960. 
Hers was a lyric voice of rich shadings, emotional impact 
and thrust. 

The Spanish tenor Miguel Fleta (1893-1938) totaled 
only 37 performances in his Met career, one that began as 
Cavaradossi on November 8, 1923, and numbered nine 
roles, including the title one in L’Amico Fritz, which he 
sang for the first time on November 15, 1923, with Lu- 
crezia Boriona double bill with L’Oracolo starring Scotti. 
Other parts were the Duke in Rigoletto, Radames, Canio, 
Don José, Rodolfo, Hoffmann and Andrea Chénier. Fleta 
made his debut at Trieste in 1919 as Paolo in Francesca da 
Rimini and then created Calaf in Turandot at La Scala in 
1926; he was also Zandonai’s first Romeo in Giulietta e 
Romeo at Rome in 1922. His bright, powerful lyric tenor 
with its deep expressivity took him to Europe’s and 
South America’s major opera houses as one of Caruso’s 
leading successors. 

In the search for a true successor to Caruso, Giovanni 
Martinelli came to inhabit the bulk of the Italian reper- 
tory after his Met debut on November 20, 1913, as 
Rodolfo. Until his retirement in the mid-’40s he sang 37 
roles in 884 performances, including the world pre- 
mieres of Madame Sans-Géne and Goyescas (1916) and the 
American premieres of Francesca da Rimini, La Campana 
Sommersa and Simon Boccanegra, as well as the first Met 
Oberon and I Gioielli della Madonna. Otherwise, he be- 
came long associated with La Bohéme, Madama Butterfly, 
Aida, Manon Lescaut, Pagliacci, Il Trovatore, Carmen, Faust, 
Tosca, Don Carlo, Ernani, La Forza del Destino, La Fanciulla 
del West, La Gioconda, Norma, Otello and La Juive. His 
repertory also included Lakmé, Sanison et Dalila, Fedora, 
William Tell, L’Amore dei Tre Re and Eugene Onegin, the 
latter which he first sang on March 24, 1920, one of only 
eight performances. Born in Montagnana in 1885, Mar- 
tinelli died in New York in 1969. With his bright, trum- 
pety tenor and moving intensity, impeccable style, he 
earned a unique place in Met and singing history. 

American tenor Paul Althouse came to the Met as 
Dimitri in the American premiere of Boris Godunov on 
March 19, 1913, with Adamo Didur and Louise Homer, 
conducted by Toscanini. He portrayed the pretender to 
the throne 43 times in a career that accumulated 26 roles 
in 212 performances. His first appearances stayed more 
in the lyric vein, and he was admired for the beauty of his 
tone as well as his fine theatrical instincts, but after 
restudying in Europe, the singer returned as a helden- 
tenor between 1934 and 1940, appearing in Tannhduser, 
Die Walkiire, Tristan und Isolde, Die Meistersinger, 
Lohengrin, Gétterdimmerung, Das Rheingold and Oberon. 
His earlier appearances included Tosca, Der Rosen- 
kavalier, Cavalleria Rusticana, Prince Igor, Madame Sans- 
Géne and Thais, and he helped to create such contempo- 
rary items as Madeleine, The Canterbury Pilgrims, Shanewts 
and The Legend. Born in Reading, Pennsylvania, in 1889, 
Althouse made his debut with Hammerstein’s company 
as Faust in1911. A highlight of his Met career was singing 
Siegmund at Kirsten Flagstad’s debut on February 2, 
1935. After retiring, the tenor taught in New York, his 
most prominent pupils being Richard Tucker, Eleanor 
Steber and Irene Dalis. He died in New York in1954. 

The German contralto Margarete Ober maintained a 
long association with the opera house of her native 
Berlin, singing there regularly between 1907 and 1944, 
when she retired. Born in 1885, she made her opera 
debut as Azucena in Frankfurt in 1906 and came to the 
Met in 1913 (November 21), as Ortrud, but stayed only 
four seasons. She was the Octavian in the first American 


performance of Der Rosenkavalier (1913), with Frieda 
Hempel, Anna Case and Otto Goritz under Alfred 
Hertz, and a year later was Eglantine in the revival of 
Euryanthe under Toscanini—his last season with the 
company. Her other roles included Marina, Amneris, 
Laura, Fricka in Die Walktire, Brangane and Azucena. In 
1910 Ober married her teacher, Arthur Arndt; she died at 
Bad Sachs in 1971. 

The great bel canto utterance as brought to the heights 
in the 19th century remained alive in various singers of 
this century, among them the Rome-born (1876) baritone 
Giuseppe De Luca, whose name is forever linked with 
classic phrasing, effortless style and an immaculately 
produced voice of purity and strength. With this battery 
of vocal resources, as well as abundant spirit, De Luca 
achieved longevity as well. He came to the Met as Figaro 
in Il Barbiere di Siviglia, on November 25, 1915, reaping 
924 performances in 52 roles during a career that 
spanned 22 seasons between 1915 and 1940. Having 
studied with the celebrated Antonio Cotogni, once a 
favorite baritone of Verdi, De Luca made his debut as 
Valentin in Piacenza in 1897, later creating Michonnet in 
Adriana Lecouvreur, and Sharpless in Madama Butterfly 
(1904). During his Met career he created Paquiro in 
Goyescas and the title role in Gianni Schicchi. His first 
Germont came in 1915, and he went on to sing it 63 times. 
While he did appear in such works as Marouf, Zaza, Le 
Roi de Lahore, Dinorah, La Vestale, Don Quichotte, II Signor 
Bruschino and Linda di Chamounix, his bread and butter 
remained the standard Italian and French repertoire, 
from Mozart to Puccini; along the way he was the Met's 
first Don Carlo in Forza, Eugene Onegin, Renato in Don 
Carlo, Guglielmo in Cosi, Miller in Luisa Miller and Ping 
in Turandot. De Luca died in New York in 1950. 
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Margarete Ober, Contralto—Paul Althouse, 
Tenor 


Twelve-inch—$2.00. In Italian 


76031 Boris Godounow—Finale, Act Ill 3 
(Garden Scene) Moussorgsky | 


Moussorgsky’s masterly opera has made one of the 

greatest successes in the history of the Metropolitan, and 

it is with pleasure that the Victor is able to present 

the beautiful duet in Act III by the same artists who | 

appeared in the Metropolitan production. It is astonish- 

ing that so fine a work should have been neglected for @ 
nearly forty years—for 
Boris was produced in 
1874—and the Western 
musical world, as one 
critic has aptly remarked, } 
musthave been “dozing.” 

However, the Metro- P#° “HI 

politan has made amends he 

somewhat by giving a magnificent presentation of 
Moussorgsky’s opera, with a cast that could not be 

} equaled anywhere in the world. 

A The duet occurs in the scene representing the 
garden of the castle of Michek in Poland. Marina, 
the beautiful daughter of Michek, spurred on by both 
love and ambition, urges Dimitri to conspire against 

, the throne. 

This lovely number is admirably given by these 
singers, Mme. Ober’s dramatic but richly sympathetic 
contralto blending exquisitely with Mr. Althouse’s pure 
tenor. 


PHOTO WHITE 
Althouse as Dimitri 


Among the new records in July 1915: the Garden Scene duet from Boris 
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(Recorded 2/7/23; Matrix: C-27531-2) (Recorded 11/6/19; Matrix: C-23460-2) wit 
(previously unpublished) (Re 
Meyerbeer 
Dinorah: Act II SIDE 6 Wa: 
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Maria Jeritza, soprano Bellini Do 
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Ithough there were a few and infrequent Another Italian tenor regarded as Caruso’s successor —_g0 
ancestors, the coming of age ofthe Amer-__ was Beniamino Gigli, who bowed at the Meton Novem- __ trie 
ican singer at the Met can be saidto have _ ber 26, 1920, as Faust in Mefistofele. He leftin1932, unable Me 
occurred with the debut of Rosa Ponselle _ to accept the salary cuts brought on by the Depression __ ti 
as Leonora in the company premiere of La and accepted by most artists, but did return for the go’ 
Forza del Destino on November 15, 1918, with Carusoand 1938-39 season. His Met career totaled 490 performances Me 
De Luca. Born in Meriden, Connecticut, in1897toimmi- _in 29 roles, including Turiddu, Rodolfo, Cavaradossi, — she 
grant Neapolitan parents, Ponselle had never before ap- | Edgardo, Andrea Chénier (the Met's first), Alfredo, Des —_wa 
peared in opera, only on the vaudeville circuit with her Grieux (both), Pinkerton, Roméo, Lionel, Enzo, He 
sister Carmela. Caruso heard her and urged Gatti-Ca- | Wilhelm Meister, Ruggero in the American premiere of | Ro 
sazza to engage this girl with the phenomenal voice who _La Rondine with Bori in 1928, Don Ottavio, Nemorino — an 
came to be known as “the Caruso in petticoats.’” One of and Radames, along with such works as Iris, Le Roid'Ys, —_ 19€ 
the truly magnificent voices of this century, Ponselles’ —_Loreley, I Compagnacci and La Cena delle Beffe. Born in : 
soprano remains untouched for its rich, golden, dra- _ Recanati in 1890, Gigli made his debut in Rovigo in1914 cal 
matic timbre, its evenness of scale throughout a wide —_ in La Gioconda after winning a singing contest at Parma. —_m« 
range, its dark colorations, its visceral impact and its In 1917 he helped create Lodoletta in Rome and in 1920 pe 
flexibility combined with sheer size and weight. Al- entered La Scala as Faust under Toscanini. The tenor __ the 
though she did sing in London and Florence, Ponselle sang his first Vasco da Gama in L’Africana at the Meton an 
remained a Met artist, amassing 365 performances in22 March 21, 1923, and repeated it another 38 times. He — mt 
roles, including Santuzza, Rachel, Aida, Elisabetta di continued to sing concerts until 1955 and died in Rome as 
Valois in the Met's first Don Carlo (with Martinelli, De in 1957, What Gigli offered his public was a ravishingly th 
Luca and Matzenauer), Maddalena, Elvira, Mathilde in _ beautiful instrument with a polished technique that al- thé 
William Tell, Selika, the Trovatore Leonora, LaGioconda, lowed a wide variety of colorful shadings as well as be 
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first), Donna Anna, Violetta and Carmen, as well as The Milan-born (1882) soprano Amelita Galli-Curci th 
taking on the Met's first Oberon, The Legend, Le Roi d’Ys _firstenchanted European audiences andthenthe Amer- 197 
and La Notte di Zoraima. The Forza Leonora wasaroleshe ican public with her pure, limpid voice, which pos- an 
essayed 39 times before her premature retirement in1937, sessed amazing coloratura agility, effortless brilliance ms 
after which she settled outside Baltimore, where she and a fascinating buoyancy that conveyed charm and th 
died in 1981. ch 


freshness. But hers was a career cut short by an enlarged 


MR, Sepa IR OSA al 


Pan ne Pea Se ir eee UR ies Se ae ik Ey 


MS a RR Ne, 


Rossini 

Il Barbiere di Siviglia: Act I 

Largo al factotum 

Titta Ruffo, baritone 

with orchestra, Joseph Pasternack, conductor 
(Recorded 4/19/20; Matrix: C-23945-2) 


Puccini 

La Fanciulla del West: Act II 

Una parola sola; Or son sei mesi 

Edward Johnson, tenor 

with orchestra, Joseph Pasternack, conductor 
(Recorded 11/6/19; Matrix: C-23460-2) 

(previously unpublished) 
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Wagner 

Die Meistersinger: Act III 

Sieh’ Evchen! Dacht’ ich doch 

Friedrich Schorr, bass 

Elisabeth Rethberg, soprano 

with orchestra, Rosario Bourdon, conductor 
(Recorded 12/30/29; Matrices: CVE-58145-2, CVE-58146-2) 


Bellini 

Norma: Act I 

Meco all’altar 

Giacomo Lauri-Volpi, tenor 

with orchestra, Rosario Bourdon, conductor 
(Recorded 1/16/28; Matrix: BVE-41451-2) 


Another Italian tenor regarded as Caruso’s successor 
was Beniamino Gigli, who bowed at the Met on Novem- 
ber 26, 1920, as Faust in Mefistofele. He left in1932, unable 
to accept the salary cuts brought on by the Depression 
and accepted by most artists, but did return for the 
1938-39 season. His Met career totaled 490 performances 
in 29 roles, including Turiddu, Rodolfo, Cavaradossi, 
Edgardo, Andrea Chénier (the Met’s first), Alfredo, Des 
Grieux (both), Pinkerton, Roméo, Lionel, Enzo, 
Wilhelm Meister, Ruggero in the American premiere of 
La Rondine with Bori in 1928, Don Ottavio, Nemorino 
and Radames, along with such works as Iris, Le Roi d’Ys, 
Loreley, I Compagnacci and La Cena delle Beffe. Born in 
Recanati in 1890, Gigli made his debut in Rovigo in 1914 
in La Gioconda after winning a singing contest at Parma. 
In 1917 he helped create Lodoletta in Rome and in 1920 
entered La Scala as Faust under Toscanini. The tenor 
sang his first Vasco da Gama in L’Africana at the Met on 
March 21, 1923, and repeated it another 38 times. He 
continued to sing concerts until 1955 and died in Rome 
in 1957, What Gigli offered his public was a ravishingly 
beautiful instrument with a polished technique that al- 
lowed a wide variety of colorful shadings as well as 
splendid control, especially in haunting messa di voce. 

The Milan-born (1882) soprano Amelita Galli-Curci 
first enchanted European audiences and then the Amer- 
ican public with her pure, limpid voice, which pos- 
sessed amazing coloratura agility, effortless brilliance 
and a fascinating buoyancy that conveyed charm and 
freshness. But hers was a career cut short by an enlarged 


Taylor 

The King’s Henchman: Act III 

Nay, Marcus, lay him down 

Lawrence Tibbett, baritone 

Metropolitan Opera Orchestra and Chorus 
Giulio Setti, conductor 

(Recorded 4/5/28; Matrix: CVE-43614-1) 


Donizetti 

Lucia di Lammermoor: Act I 

Regnava nel silenzio 

Toti Dal Monte, soprano 

with orchestra, Joseph Pasternack, conductor 
(Recorded 10/29/26; Matrix: CVE-36744-3) 


Wagner 

Tannhauser: Act I 

Dir tone Lob 

Lauritz Melchior, fenor 

RCA Victor Orchestra 

Edwin McArthur, conductor 

(Recorded 11/22/40; Matrix: CS-057529-1A) 
(previously unpublished take) 


Mozart 

Don Giovanni: Act II 

Deh, vieni alla finestra 

Ezio Pinza, bass 

with orchestra, Rosario Bourdon, conductor 
Cibelli, mandolin 

(Recorded 3/28/30; Matrix: BVE-59733-2) 


goiter, for which she underwent surgery in 1935; she 
tried a comeback, but it failed. Galli-Curci came to the 
Met on November 14, 1921, as Violetta, a role she sang 19 
times. She had made her debut at Trani in 1906 as Gilda, 
going to La Scala in 1910 and then Chicago in 1916. Her 
Met career spanned only nine seasons, during which 
she was heard 96 times in eight roles, the last of which 
was Dinorah, which she first sang on January 22, 1925. 
Her other roles were Lucia di Lammermoor, Gilda, 
Rosina, Mimi, the Queen of Shemakha in Le Cog d'Or 
and Juliette. The soprano died in La Jolla, California, in 
1963. 

The spectacular combination of extraordinary physi- 
calallure, a brilliant personality, intense acting tempera- 
ment and a striking, powerful voice came together in the 
person of Maria Jeritza, the Czech soprano who became 
the favorite of Richard Strauss and Giacomo Puccini, 
among others. Born in Brno in 1887, she sang in Dort- 
mund 1906-07 then made her official debut in Olomouc 
as Elsa in 1910. The following year she went to Vienna, 
the city that claimed her as prima donna assoluta more 
than any other, and sang there until 1932 and again 
between 1949 and 1952, after which she retired to her 
home in New Jersey. The Met claimed her as Marietta in 
the American premiere of Die Tote Stadt on November 19, 
1921, after which she sang 19 more works in 349 perform- 
ances until 1932; she returned in 1951 for one perfor 
mance as Rosalinda in Fledermaus. In Europe she created 
the Empress in Die Frau ohne Schatten in Vi : 
chosen by Strauss to create the titl 


Naxos in Stuttgart; she was also Vienna’s first Minnie in 
La Fanciulla del West and Jenufa. At the Met she became 
the first American Jenufa and Turandot, while her reper- 
tory ranged from Elsa, Tosca, Santuzza, Sieglinde, Octa- 
vian, Thais, Elisabeth, Senta, Fedora, Minnie and 
Carmen to such works as I Gioielli della Madonna, Vio- 
lanta, Die Aegyptische Helena, Boccaccio and Donna Juanita. 
The soprano died in 1982. 

Giuseppe De Luca considered the baritone of Titta 
Ruffo ‘‘not a voice, but a miracle,” commenting on its 
grand size and opulence, its warm, dark timbre, its 
flawless security in every dynamic and his gripping 
dramatic sensibility. Born in Pisa in 1877, Ruffo came to 
the Met on January 19, 1922, as the factotum Figaro in I! 
Barbiere di Siviglia, a role he sang but a dozen times. In 
only 54 performances in eight seasons he sang seven 
roles, including Don Carlo in Ernani, Tonio, Amonasro, 
Gérard, Barnaba, and Neri Chiaramantesi in La Cena 
delle Beffe (the Met’s first). The baritone had made his 
debut in Rome in 1898, as the Herald in Lohengrin, even- 
tually moving on to London and then Chicago before 
coming to the Met. Ruffo died in Florence in 1953, re- 
membered for his superior style in Verdi and as the 
vivacious barber of Seville. 

The Canadian tenor Edward Johnson segued from a 
leading singer at the Metropolitan to its general man- 
ager, retiring at the end of the 1949-50 season. Born at 
Guelph in 1878, he made his debut at Padua in 1912 as 
Andrea Chénier, singing under the name of Eduardo di 
Giovanni. Soon thereafter he became the first Parsifal in 
Italy and then, after the Met’s world premiere of Puc- 
cini’s II Trittico in 1918, the first Italian Rinuccio and 
Luigi. Johnson arrived at the Met as Avito in L’Amore dei 
Tre Re on November 16, 1922, staying to sing 23 roles in 
208 performances, among them the premieres of The 
King’s Henchman, Peter Ibbetson and Merry Mount. A cele- 
brated Pelléas (the Met's first staging in 1925 with Bori), 
he was also heard in, among other operas, Pagliacci, 
Roméo et Juliette, Carmen, La Boheme, Tosca, Madama But- 
terfly, Faust, Boris Godunov, Aida, La Vestale, Fedora, and 
Sadko and Fra Gherardo, both American premieres. Dick 
Johnson came into Johnson's repertory on January 10, 
1930, but he sang the role only three times. His voice was 
one of warmth and power, and he used it skillfully to 
exact the most telling dramatic effects. He died in 
Guelph in 1959. 

The Hungarian-born (1888) bass-baritone Friedrich 
Schorr is recalled as the greatest Wotan, Hans Sachs and 
Fliegende Hollander of the 1920s and ’30s. His large, 
opulent, dramatic instrument retained its quality 
throughout all dynamic ranges, making him an inter- 
preter of the first magnitude. Schorr came to the Met on 
February 14, 1924, as Wolfram in Tannhauser, and only 
nine days later displayed his first Sachs, a role he would 
do with the company on 35 occasions. In 20 seasons he 
amassed 427 performances in such works as Lohengrin, 
Tristan und Isolde, Parsifal, Der Fliegende Hollander, Das 
Rheingold, Die Walkiire, Siegfried, Gotterdammerung, 
Fidelio, Elektra, Salome, Der Rosenkavalier and Die 
Zauberflite, as well as the American premiere of Jonny 
Spielt Auf and Schwanda the Bagpiper. Schorr had made 
his debut in Graz as Wotan in 1912, going on to Prague, 
Berlin, London and Vienna before arriving in New York 
with the German Grand Opera in 1923. Between 1925 
and 1933 he became a fixture of the Bayreuth Festival. At 
the Met he was hailed as the successor to Emil Fischer in 
the Wagner repertory, but everywhere Schorr set his 
stamp with a voice of exceptional beauty, his tasteful 
artistry, his warm and truthful portayals and his overall 
eloquence that allowed singing of purity and finesse. He 
died in Farmington, Connecticut, in 1953. 


Tullio Serafin—Met: 1924-1934 


Elisabeth Rethberg, born at Schwarzenberg in 1894, 
may appear to be the epitome of the German soprano, 
what with her exquisite interpretations of Sieglinde, 
Elsa, Agathe, Elisabeth, Pamina and other roles such as 
Margiana in Der Barbier von Bagdad, but her position 
remains unique because she was equal mistress of the 
Italian repertory: Madama Butterfly, Maddalena, Mimi, 
the Trovatore and Forza Leonoras, Santuzza, Donna 
Elvira and Donna Anna, Iris, Amelia in Boccanegra, Des- 
demona and the Countess, as well as Rautendelein in the 
American premiere of La Campana Sommersa (with Mar- 
tinelli, De Luca and Pinza). To all these roles and more at 
the Met she brought a rare lirico-spinto soprano of 
haunting beauty, technical accomplishment and inter- 
pretive finesse. Her high, clear, limpid soprano was 
produced with an unforced ease and brilliance. Rethberg 
came to the theater in her American debut as Aida on 
November 22, 1922, and she sang Verdi’s heroine 68 
times. Her Eva was heard just a year later, November 19, 
1923, and all told she played 30 roles on 350 occasions. 
The singer had made her debut at Dresden in The Gypsy 
Baron in 1915, three years later creating Die Aegyptische 
Helena there. She retired in 1942 and died in New York 
in 1976. 

The Rome-born (1892) tenor Giacomo Lauri-Volpi 
played Pollione in the famous Met revival of Norma on 
November 16, 1927, marking Ponselle’s firstattempt at the 
classic of bel canto demands and style. The tenor had 
opened that season as Calaf, having sung the North 
American premiere of Puccini's final opera in the house 
on November 16 of the previous year with Jeritza in the 
title role. Tullio Serafin was on the podium for both 
occasions. Lauri-Volpi had made his opera debut at 
Viterbo in 1919 as Arturo in I Puritani and arrived at the 
Met as the Duke in Rigoletto on January 26, 1923. In 11 
seasons he sang 28 roles in 300 performances, including 
La Boheme, La Traviata, Tosca, Cavalleria Rusticana, Lucia di 
Lammermoor, Andrea Chénier, Aida, La Gioconda, 
L’ Africana, Gianni Schicchi, Faust, La Vestale, Il Trovatore, 
Pagliacci, William Tell, La Sonnambula and the first Met 
Luisa Miller, along with Anima Allegra, Le Roi de Lahore 
and Giovanni Gallurese. His tenor spanned the lyric, 
spinto and dramatic repertories with its bright, ringing 
quality, supreme poise, admirable legato and thrilling 
top tones. Lauri-Volpi died in 1979 in Valencia. 


One of the fabled American success stories comes 
with baritone Lawrence Tibbett, who was first heard at 
the Met in the small role of Lovitzky in Boris Godunov on 
November 24, 1923, and then sang Valentin six nights 
later, creating little stir in that first season. His mighty 
breakthrough was with Falstaff on January 2, 1925, with 
Scottiin the title role, Bori, Gigliand Alda under Serafin. 
Tibbett won a long, thunderous ovation after Ford’s 
monologue in Act II and, finally, was pushed out for a 
solo bow by none other than an approving Scotti. Tibbett 
went on to one of the most fascinating careers in Met 
history, with some 50 roles in 560 performances. Aside 
from the standard repertory of Germont, Tonio, Wolf- 
ram, Mercutio, Alfio, Telramund, Amonasro, Marcello, 
Rance, Scarpia, Simon Boccanegra (the Met's first 
Doge), Rigoletto, Gianni Schicchi, the Hoffmann vil- 
lains, Iago, Falstaff, Don Carlo in Forza, and Golaud, he 
was in a number of world-premiere casts, including 
those of The King’s Henchman on February 17, 1927 (he 
sang Eadgar in 17 performances), Peter Ibbetson, The Em- 
peror Jones, Merry Mount, In the Pasha’s Garden and Capon- 
sacchi; he was also in the first MetKhovanshchina. Born in 
Bakersfield, California, in 1896, Tibbett died in New York 
in 1960. He is vividly remembered as a powerful, stirring 
actor with a voice of fire and strength as well as endless 
variety of expressive powers. 

While the Italian soprano Toti Dal Monte maintained a 
rich career in her native country, together with London 
and Chicago, her Met career amounted to but three 
performances in two roles: Lucia di Lammermoor for 
her debut on December 5, 1924, and Gilda, which she 
sang on February 23, 1925. Born in Mogliano, in the 
Veneto, in 1893, Dal Monte studied with Barbara 
Marchisio and made her debut at La Scala in 1916 as 
Biancafiore in the premiere there of Francesca da Rimini. 
She quickly became known for her small but vibrant and 
pure soprano of remarkable agility in coloratura pas- 
sages—and also for the pathos, dramatic edge and cred- 
ibility of her Cio-Cio-San. After her retirement from the 
stage in 1943 she taught. Dal Monte died at Treviso in 
1975. 

If ever one singer created an age during the time in 
which he sang it was Lauritz Melchior, the Danish tenor 
who brought Wagner singing to a new plateau after its 
heyday earlier in the century. Born in Copenhagen in 
1890, Melchior began as a baritone, making his debut in 
his hometownas Silvio in Pagliacci in1913. His debutasa 
tenor occurred in 1918 as Tannhauser, and from then he 
went on to one of the most extraordinary careers in opera 
history as the undisputed Wagnerian tenor of his time. 
One of his teachers was the celebrated Anna Bahr- 
Mildenburg, who had sung at Bayreuth and in Vienna 
under Mahler, and Melchior arrived at Bayreuth in 1924 
(the same year as his Covent Garden debut) and re- 
mained until 1931. His Met debut was as Tannhauser on 
February 17 1926, and he sang that role 70 times during 
his mighty career in the theater. His Met years encom- 
passed only eight roles, which he sang 499 times, the 
most being Tristan on 129 occasions—the others were 
Siegmund, the two Siegfrieds, Parsifal, Lohengrin and 
one Otello. After his retirement from opera in 1950 he 
pursued a career in Hollywood films. He died in Santa 
Monica in 1973. With his rich baritonal quality and thrill- 
ing, tireless tenor, Melchior singlehandedly created a 
new era for Wagner, especially when joined in 1935 by 
his equally brilliant Scandinavian partner, Kirsten 
Flagstad. 

Ezio Pinza, too, set a standard for his era, but in the 
bass repertory, after his Met debut as Pontifex in La 
Vestale on November 1, 1926, an opening night with 
Ponselle, Lauri-Volpi and De Luca. In 22 continuous 
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seasons Pinza took on 51 roles in 833 performances of 
such works as Aida, Rigoletto, La Forza del Destino, Il Barbi- 
ere di Siviglia, Il Trovatore, La Bohéme, La Gioconda, 
L’Amore dei Tre Re, Boris Godunov, Norma, L’Africana, 
Carmen, Le Coq d'Or, Roméo et Juliette, Faust, Mignon, 
Simon Boccanegra (the Met's first Fiesco), La Sonnambula, 
Lakmé, Pelléas et Mélisande, Louise and Les Contes 
d’Hoffmann, as wellas such novelties as Madonna Imperia, 
La Campana Sommersa, The Fair at Sorochintsy (Met pre- 
miere), Iris and others. Among his specialties was 
Mozart, especially Figaro and Don Giovanni, which, 
after his first performance, November 29, 1929, he liter- 
ally made his own, singing it 64 times with the company 
and bringing to it his unique blend of physical glamour 
and suave voice. He also sang both roles with Bruno 
Walter at Salzburg in the mid-1930s. Born in Rome in 
1892, Pinza made his debut in Soncino in 1914 as 
Oroveso, quickly moving on to Rome and La Scala, 
where he was taken under Toscanini’s wing. In 1949 he 
starred on Broadway with Mary Martin in South Pacific, 
after which he played in Fanny and in movies and televi- 
sion. He died in Stamford, Connecticut, in 1957 Ac- 
claimed as the finest Italian bass between the two wars, 
Pinza’s luscious, noble basso cantante was mated with 
a dashing, imposing presence and striking dramatic 
talent. 
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Louise: Act III Alceste: Act II (c 
Depuis le jour Ah, malgré moi P 
Grace Moore, soprano Rose Bampton, soprano B 
RCA Victor Symphony Orchestra RCA Victor Symphony Orchestra W 
Wilfrid Pelletier, conductor Wilfrid Pelletier, conductor (E 
(Recorded 2/12/40; Matrix: CS-047052-4) (Recorded 6/17/41; Matrix: CS-066303-2) 
W 
Gounod Massenet D 
Roméo et Juliette: Act III Manon: Act Ill Gi 
Depuis hier je cherche; Que fais-tu? Je suis seul!; Ah! fuyez, douce image K 
Gladys Swarthout, mezzo-soprano Richard Crooks, tenor R 
RCA Victor Symphony Orchestra RCA Victor Symphony Orchestra K 
Wilfrid Pelletier, conductor Wilfrid Pelletier, conductor (K 
(Recorded 2/13/42; Matrix: CS-073204-2) (Recorded 4/22/38; Matrix: CS-014656-2) 
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Le es d’Or: Act II emi C 
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RCA Victor Symphony Orchestra I know you better; This very vivid morn W 
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Tito Schipa, tenor Tristan und Isolde: Act III R 
with orchestra, Rosario Bourdon, conductor Mild und leise (Liebestod) B: 
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with orchestra, Hans Lange, conductor 
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Alceste: Act II 

Ah, malgré moi 

Rose Bampton, soprano 

RCA Victor Symphony Orchestra 
Wilfrid Pelletier, conductor 
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Massenet 

Manon: Act II 

Je suis seul!; Ah! fuyez, douce image 
Richard Crooks, tenor 

RCA Victor Symphony Orchestra 
Wilfrid Pelletier, conductor 

(Recorded 4/22/38; Matrix: CS-014656-2) 
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Hageman 

Caponsacchi: Act II 

I know you better; This very vivid morn 
Helen Jepson, soprano 

RCA Victor Symphony Orchestra 
Alexander Smallens, conductor 

(Recorded 9/22/36; Matrix: CS-0723-1) 


Wagner 

Tristan und Isolde: Act III 

Mild und leise (Liebestod) 

Kirsten Flagstad, soprano 

with orchestra, Hans Lange, conductor 
(Recorded 10/9/35; Matrices: CS-95355-1, CS-95356-1) 


Bizet 

Carmen: Act I 

Pres des remparts de Séville (Seguidilla) 
Bruna Castagna, mezzo-soprano 

with orchestra, Wilfrid Pelletier, conductor 
(Recorded 4/22/38; Matrix: BS-022490-1) 


Wagner 

Die Walktire: Act II 

So ist es denn aus mit den ewigen Géttern 
Kerstin Thorborg, mezzo-soprano 

RCA Victor Symphony Orchestra 

Karl Riedel, conductor 

(Recorded 5/25/40; Matrix: CS-050312-2) 


Mozart 

Le Nozze di Figaro: Act II 

Giunse alfin il momento; Deh vieni, non tardar 
Bidu Sayao, soprano 

RCA Victor Symphony Orchestra 

Wilfrid Pelletier, conductor 

(Recorded 5/15/40; Matrix: CS-050579-1) 


Wagner 

Lohengrin: Act I 

Einsam in trtiben Tagen (Elsa’s Dream) 
Helen Traubel, soprano 

RCA Victor Symphony Orchestra 
Bruno Reibold, conductor 

(Recorded 2/29/40; Matrix: CS-047730-2) 


Plentiful Tewke) and others. Swarthout first appeared as 
Stephano in Roméo et Juliette on December 9, 1929, and 
repeated it 20 times. The mezzo died in Florence in 1969, 
having retired from the Met and opera in 1945. She was 
known for her unique quality of voice and elegance of 
style, as well as her physical allure. 

The petite French soprano Lily Pons brought a glam- 
our and panache all her own to the Met, where she made 
her debut on January 3, 1931, as Lucia, a part she sang 93 
times with the company. The piquant singer was heard 
in 283 performances of 10 roles: Lucia, Gilda, Rosina, 
Olympia, Philine, Lakmé, Amina, Linda di Chamounix, 
the Queen of Shemakha, and Marie in La Fille du Régi- 
ment. Her first Coq d’Or occurred on February 4, 1937, and 
she dazzled the public with her sparkling tones and 
svelte figure. Born in Draguignan in 1904, the soprano 
studied at Cannes, made her concert debut in 1917 and 
her opera bow at the Théatre des Variétés in Paris in 1924. 
Her formal debut came at Mulhouse as Lakmé in 1927, 
and on the recommendation of singers Maria Gay and 
Giovanni Zenatello, Gatti-Casazza engaged her for the 
Met, where she became an immediate and lasting favor- 
ite until her final stage performance in 1958. Audiences 
enjoyed her in several Hollywood films and on the radio, 
where she was a frequent collaborator with her husband, 
conductor André Kostelanetz. Her small, lean soprano 
possessed amazing carrying power, virtuosic flexibility, 
irresistible charm and élan. Pons died in Dallas in 1976. 

The ideal of lyric bel canto singing and phrasing was 
embodied in the person of Tito Schipa with his model 
vocal technique, impeccable taste, consummate style, 
exquisite shadings, aristocratic molding of the vocal line 
and crystalline enunciation. Schipa was born in Lecce in 


1889 and made his debut in Vercelli as Alfredo in 1911. 
Soon heard in Rome, Buenos Aires and Milan, he cre- 
ated the role of Ruggero in La Rondine at Monte Carlo in 
1917. Chicago claimed him between 1919 and 1932, and he 
came to the Met on November 23, 1932, as Nemorino in 
L’Elisir d’Amore with De Luca and Pinza. He was on the 
roster for only four seasons, singing 39 performances of 
Lucia di Lammermoor, I] Barbiere di Siviglia, La Traviata, Don 
Giovanni, Mignon, Manon, Don Pasquale and La Sonnam- 
bula. Schipa died in New York in1965, having passed on 
his refined tradition to Cesare Valletti. 

The Cleveland-born (1909) Rose Bampton began her 
career as a mezzo-soprano and then, in 1935, turned to 
the soprano repertory. She made her debut at Chautau- 
qua as Siebel in Faust in 1928 and then sang with the 
Philadelphia Opera before coming to the Met as Laura 
on November 28, 1932, praised for her big, flexible, deep 
sound. In her first two seasons she took on the Sand- 
man, Wellgunde, Amneris and other parts. Then in 1937 
she made her soprano debut as Leonora in II Trovatore, 
going on to Donna Anna, Aida, Sieglinde, Elisabeth, 
Elsa, Kundry and Alcestis, a role she sang only twice, 
both times in 1941. Bampton sang nearly 100 perfor- 
mances with the company, often in collaboration with 
her husband, conductor Wilfrid Pelletier, who had 
helped organize the Metropolitan Opera Auditions of 
the Air, which discovered so many American singers 
during the 1940s. Bampton also became a perennial fa- 
vorite at the Teatro Colén in Buenos Aires and of 
Toscanini in concerts. Her noble, classic style and dark- 
timbred voice lent her singing a highly personal quality. 

American tenor Richard Crooks was one of many 
native singers who had to go abroad to gain experience 
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and a reputation before being brought home to the Met. 
Born in Trenton, New Jersey, in 1900, he began singing 
concerts in New York and then made his stage debut as 
Cavaradossi at Hamburg in 1927 going on to Berlin, 
Holland, Belgium, England and Sweden before making 
his Met debut on February 25, 1933, as Des Grieux in 
Manon (with Bori and De Luca), a role he would sing 20 
times with the company. His 77 performances included 
Alfredo, Faust, Cavaradossi, Wilhelm Meister, Pinker- 
ton, Roméo, Don Ottavio and Charles in Linda di Cha- 
mounix. Crooks’ beautifully trained lyric tenor and patri- 
cian style graced the Met until 1942, when he retired. He 
died at Portola Valley, California, in 1972. 

Another American, Helen Jepson, mixed opera with 
operetta and popular music. Born in Titusville, Pennsy]- 
vania, in 1906, she studied at the Curtis Institute with 
former Met soprano Queena Mario, who had studied 
with Sembrich before her years with the company in the 
1920s and '30s. Jepson began in small roles with the 
Philadelphia Opera in the late 1920s and then at the 
Montreal Opera. After a time as vocalist with the Paul 
Whiteman band, she made her Met debut on January 24, 
1935, as Helene in the world premiere of In the Pasha’s 
Garden with Frederick Jagel and Tibbett. In 1936 Jepson 
studied in Paris with the fabled Mary Garden and went 
on to make Massenet’s Thais (a Garden specialty) one of 
her best-known parts. Jepson remained at the Met until 
1942 in the French and Italian repertories, including 
Pompilia in the first American production of Caponsac- 
chi, led by the composer on February 4, 1937, with 
Tibbett. 

Gatti-Casazza brought literally hundreds of operas 
and singers to the Met during his long reign, which 
ended in 1935, but his final legacy came on February 2, 
1935, when the Norwegian soprano Kirsten Flagstad 
made an unheralded debut as Sieglinde in a matinee of 
Die Walktire with Althouse and Schorr. Her entry into the 
Met established her, rightfully, as the leading Wagnerian 
soprano of the day and one of the giants of the century. 
Although she arrived unknown, she came well sea- 
soned, having made her debut at Oslo in 1913 as Nuri in 
Tiefland and having sung throughout Scandinavia in 
opera and operetta until 1933. Flagstad ventured to Bay- 
reuth that year and sang Sieglinde there in 1934. Her 
debut at the Met signaled a new era for Wagner, es- 
pecially when four days later she was paired with 
Melchior in Tristan und Isolde. The Irish princess became 


her most-often-performed role—73 times in a career that 
numbered 250 performances of the three Briinnhildes, 
Elsa, Elisabeth, Kundry, Senta, Leonore, and finally the 
title role in Alceste in 1952. Flagstad remained at the Met 
until the spring of 1941 when she retired home for the 
duration of the war; she returned for the 1950-51 and 
‘51-’52 seasons. She was a regular at Covent Garden 
before and immediately after the war, and in her later 
years she headed the Norwegian National Opera. 
Flagstad (1895-1962) remains forever the quintessential 
Wagner soprano, with her instrument of enormous 
power, radiance and projection, one tinged with dark- 
ness and warmth and applied with a dead-accurate tech- 
nique, dignity and sincerity that made her mistress of all 
she sang. 

If Emma Calvé had a direct successor as Carmen at the 
Met, it was the Italian mezzo-soprano Bruna Castagna, 
whose exuding sexuality and luscious singing made her 
an ideal interpreter of Bizet’s gypsy heroine in Europe 
and America. She came to the Met as Amneris on March 
2, 1936, singing that role 55 times in a career numbering 
148 performances through 1945, her roles featuring 
Azucena, Maddalena, Santuzza, Laura, Adalgisa, La 
Cieca, Dalila, Mistress Quickly and Ulrica. She dis- 
played her Carmen first on May 11, 1936, going on to sing 
it18 times. Born in Bari in1905, Castagna made her debut 
in 1925 at Mantua as the Nurse in Boris Godunov, and that 
same year she bowed at La Scala, where she reigned as a 
popular favorite through the 1930s. She came to the New 
York Hippodrome in 1934, after which she was engaged 
by the Met; she also became a regular at the Teatro Colon 
and eventually settled in Argentina, where she died in 
1983. 

The Met’s Wagner renascence of the mid-1930s on- 
ward was due not only to the presence of Flagstad and 
Melchior but to a whole coterie of singers, among them 
another Scandinavian, mezzo-soprano Kerstin Thor- 
borg, who made her debut as Fricka in Die Walkiire on 
opening night, December 21, 1936, with’ Rethberg, 
Flagstad, Melchior and Schorr. She would sing that part 
51 times in a Met career that totaled 328 performances of 
19 roles, among them Brangane, Mary, Erda, Magdalene, 
Venus, Ortrud, Waltraute and Kundry from the Wagner 
wing, as well as Octavian, Klytemnestra, Orfeo, Marina, 
Ulrica, Amneris, Dalila, Azucena and Herodias. Born in 
Venjan, Sweden in 1896, Thorborg went to the Stock- 
holm Opera in 1924 as Ortrud, progressing from there to 
Nuremberg, Prague, Berlin, Vienna, Salzburg and 
London. Not only did she possess a grand mezzo with a 
sound technique, but she brought a depth of acting, 
regal beauty and intelligence to all her roles. Thorborg 
died in 1970. 

Style, charm, piquancy, musicality and irresistible ap- 
peal arrived with the Brazilian soprano Bidu Sayao, who 
made her Met debut as Massenet’s Manon on February 
13, 1937, her assets fully displayed as a worthy successor 
to Bori. Until her departure in 1952, Sayao accumulated 
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her most-often-performed role—73 times in a career that 
numbered 250 performances of the three Brtinnhildes, 
Elsa, Elisabeth, Kundry, Senta, Leonore, and finally the 
title role in Alceste in 1952. Flagstad remained at the Met 
until the spring of 1941 when she retired home for the 
duration of the war; she returned for the 1950-51 and 
‘51-’52 seasons. She was a regular at Covent Garden 
before and immediately after the war, and in her later 
years she headed the Norwegian National Opera. 
Flagstad (1895-1962) remains forever the quintessential 
Wagner soprano, with her instrument of enormous 
power, radiance and projection, one tinged with dark- 
ness and warmth and applied with a dead-accurate tech- 
nique, dignity and sincerity that made her mistress of all 
she sang. 

If Emma Calvé had a direct successor as Carmen at the 
Met, it was the Italian mezzo-soprano Bruna Castagna, 
whose exuding sexuality and luscious singing made her 
an ideal interpreter of Bizet’s gypsy heroine in Europe 
and America. She came to the Met as Amneris on March 
2, 1936, singing that role 55 times in a career numbering 
148 performances through 1945, her roles featuring 
Azucena, Maddalena, Santuzza, Laura, Adalgisa, La 
Cieca, Dalila, Mistress Quickly and Ulrica. She dis- 
played her Carmen first on May 11, 1936, going on to sing 
it18 times. Born in Bari in1905, Castagna made her debut 
in 1925 at Mantua as the Nurse in Boris Godunov, and that 
same year she bowed at La Scala, where she reigned as a 
popular favorite through the 1930s. She came to the New 
York Hippodrome in 1934, after which she was engaged 
by the Met; she also became a regular at the Teatro Colén 
and eventually settled in Argentina, where she died in 
1983. 

The Met’s Wagner renascence of the mid-1930s on- 
ward was due not only to the presence of Flagstad and 
Melchior but to a whole coterie of singers, among them 
another Scandinavian, mezzo-soprano Kerstin Thor- 
borg, who made her debut as Fricka in Die Walktire on 
opening night, December 21, 1936, with Rethberg, 
Flagstad, Melchior and Schorr. She would sing that part 
51 times in a Met career that totaled 328 performances of 
19 roles, among them Brangane, Mary, Erda, Magdalene, 
Venus, Ortrud, Waltraute and Kundry from the Wagner 
wing, as well as Octavian, Klytemnestra, Orfeo, Marina, 
Ulrica, Amneris, Dalila, Azucena and Herodias. Born in 
Venjan, Sweden in 1896, Thorborg went to the Stock- 
holm Opera in 1924 as Ortrud, progressing from there to 
Nuremberg, Prague, Berlin, Vienna, Salzburg and 
London. Not only did she possess a grand mezzo witha 
sound technique, but she brought a depth of acting, 
regal beauty and intelligence to all her roles. Thorborg 
died in 1970. 

Style, charm, piquancy, musicality and irresistible ap- 
peal arrived with the Brazilian soprano Bidu Sayao, who 
made her Met debut as Massenet’s Manon on February 
13, 1937, her assets fully displayed as a worthy successor 
to Bori. Until her departure in 1952, Sayao accumulated 
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226 performances in a dozen roles, her most frequently 
sung being Susanna in Le Nozze di Figaro, in which she 
was heard 45 times; for her first performance she was 
part of the brilliant cast in the historic February 20, 1940, 
revival under Panizza—Pinza, Rethberg, Brownlee, Ste- 
vens—marking the first hearing of Mozart’s masterpiece 
at the Met since 1918. The soprano’s other roles included 
Violetta, Mimi, Juliette, Gilda, Rosina, Norina, Zerlina, 
Amina and Mélisande. Born in Rio de Janeiro in 1902, 
she traveled to Europe at a young age with her teacher, 
Mme. Theodorini, under the patronage of the Queen of 
Rumania. Later she studied with Jean de Reszke at Nice 
and made her debut as Rosina in Rome in 1926, after 
which she was heard in Milan, Naples, Buenos Aires 
and then North America. In 1947 the soprano married 
the splendid former Met baritone Giuseppe Danise, 
who became her teacher and advisor. Sayao was cele- 
brated for her singing of the music of her fellow country- 
man Heitor Villa-Lobos, and her exquisitely nuanced 
qualities and her small but easily projected voice made 
her unique in her time. 

Critics went back to the heyday of Lillian Nordica 
when writing of another American Wagnerian, Helen 
Traubel, the St. Louis-born (1899) soprano who came to 
the Met as Mary in Damrosch’s Man Without a Country on 
May 12, 1937, at the composer’s request. Then, on De- 
cember 28, 1939, with Flagstad as Brtinnhilde and 
Melchior as Siegmund, Traubel sang her first Sieglinde, 
immediately establishing herself in the forefront of that 
repertory. With Flagstad’s departure during World War 
II, Traubel easily filled her shoes in numerous perfor- 
mances with Melchior and others, totaling 176 perfor- 
mances in 10 roles, her most often sung being Isolde. 
The singer’s other parts included Elisabeth, the three 
Brunnhildes, Kundry, the Marschallin and Elsa, which 
she first sang on December 20, 1944, and repeated an- 
other 18 times. Traubel stayed with the company until 
1953, when Rudolf Bing did not look approvingly on her 
increased nightclub and television exposure. In the 1950s 
she starred on Broadway in Rodgers and Hammerstein’s 
Pipe Dream and became a regular with Jimmy Durante on 
TV, known for her heroic proportions and hearty laugh. 
During her peak years, she thrilled audiences with her 
large, noble, well-managed dramatic soprano, with its 
rich colorations, organlike fullness throughout the regis- 
ters, and her sincerity. Traubel died in Santa Monica in 
1972. 
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the preeminent Verdi soprano of her time. Milanov came 
to the Met as Leonora in II Trovatore, going on to sing 
Aida, Amelia in Ballo, the Forza Leonora, Elvira, Des- 
demona and Amelia in Boccanegra, along with La Gio- 
conda, Donna Anna, Santuzza, Norma and Tosca. Her 
first Chénier did not come until November 16, 1954, and 
she repeated it 35 times witha variety of leading tenors — 
at the closing-night gala at the old house on 39th Street, 
just after her own farewell, she joined voices with 
Richard Tucker in the Act IV duet. Milanov studied with 
Ternina in her native Yugoslavia (she was born in 
Zagreb in 1906). She bowed at Ljubljana in Trovatore in 
1927, and between 1928 and 1935 became the leading 
soprano at Zagreb, singing more than 350 performances 
in Croatian. In 1936 she was engaged by the Prague 
German Theater, and in 1937 Toscanini chose her for his 
Salzburg Verdi Requiem, which brought her world at- 
tention. At the Met, Milanov kept her admiring public 
hypnotized with her gorgeously colored soprano, 
which was able to fill the house with a full-throated forte, 
as well as her extraordinary floating pianissimo, in 
which she took special pride. 

The 20th century has been fortunate in its procession 
of star tenors, the bulk of which came out of the Italian 
peninsula. Yet Sweden produced one of the century’s 
top contenders, Jussi Bjoerling, who was born in Stora 
Tuna in 1911 to a musical family. He was taught by his 
father and toured at the age of 6 as a member of the 
Bjoerling Male Quartet. The tenor made his opera debut 
at Stockholm’s Royal Opera in1930 as the Lamplighter in 
Manon Lescaut and sang there regularly until 1939. Chi- 


The appealing radiance, warmth and vibrancy of his 
brilliant, ringing tenor set him apart from all others, 
especially as wed to his impeccable phrasing and musi- 
cality, which he displayed in both opera and concert. 
Bjoerling was only 49 when he died in Stockholm in 
1960. 

The American mezzo-soprano Risé Stevens forged a 
major career in virtually a handful of roles—Octavian, 
Mignon, Cherubino, Dalila, Carmen and Orfeo—al- 
though her repertory did include brief encounters with 
Fricka, Erda, Laura, Marina, Hansel, Marfa in 
Khovanshchina, Orlovsky and Giulietta in a Met career 
that extended to 337 performances. She made her debut 
as Mignon on December 17, 1938, with Crooks and Pinza, 
and then sang her first Octavian two nights later, with 
Lotte Lehmann as the Marschallin; Stevens would ap- 
pear as the rose-bearer 74 times all told. Only her Car- 
men surpassed this total—she was the most celebrated 
gypsy of her time. Born in New York in 1913, she studied 
with Anna Schoen-René at the Juilliard School and in 
Europe with Marie Gutheil-Schéder, a famous Viennese 
Octavian. Stevens spent the 1936-38 seasons getting 
needed experience in Prague before returning home to 
take her place at the Met, but she did sing at Glynde- 
bourne and La Scala and in Buenos Aires, Athens and 
Paris during a glamorous career that included films, 
radio, television and concerts. With her seductive 
beauty, an instantly recognizable mezzo of smokey tim- 
bre and striking acting ability, Stevens became one of 
America’s most-applauded artists. Today she continues 
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cago heard him in 1937, Covent Garden in 1938, and he 
came to the Met as Rodolfo in La Boheme on November 
24, 1938. Until 1960—excluding the war years when he 
returned home—Bjoerling sang 120 performances in 10 
roles: Rodolfo, Manrico, Faust, the Duke of Mantua, 
Riccardo, Cavaradossi, Roméo, Turiddu, Don Carlo, and 
the Manon Lescaut Des Grieux, which he first sang on 
November 23, 1949, and repeated but seven more times. 
The appealing radiance, warmth and vibrancy of his 
brilliant, ringing tenor set him apart from all others, 
especially as wed to his impeccable phrasing and musi- 
cality, which he displayed in both opera and concert. 
Bjoerling was only 49 when he died in Stockholm in 
1960. 

The American mezzo-soprano Risé Stevens forged a 
major career in virtually a handful of roles—Octavian, 
Mignon, Cherubino, Dalila, Carmen and Orfeo—al- 
though her repertory did include brief encounters with 
Fricka, Erda, Laura, Marina, Hansel, Marfa in 
Khovanshchina, Orlovsky and Giulietta in a Met career 
that extended to 337 performances. She made her debut 
as Mignon on December 17, 1938, with Crooks and Pinza, 
and then sang her first Octavian two nights later, with 
Lotte Lehmann as the Marschallin; Stevens would ap- 
pear as the rose-bearer 74 times all told. Only her Car- 
men surpassed this total—she was the most celebrated 
gypsy of her time. Born in New York in 1913, she studied 
with Anna Schoen-René at the Juilliard School and in 
Europe with Marie Gutheil-Schdéder, a famous Viennese 
Octavian. Stevens spent the 1936-38 seasons getting 
needed experience in Prague before returning home to 
take her place at the Met, but she did sing at Glynde- 
bourne and La Scala and in Buenos Aires, Athens and 
Paris during a glamorous career that included films, 
radio, television and concerts. With her seductive 
beauty, an instantly recognizable mezzo of smokey tim- 
bre and striking acting ability, Stevens became one of 
America’s most-applauded artists. Today she continues 


her association with the Met as head of its young artists 
program and National Council Auditions. 

The German soprano Erna Berger came to the Met as 
Sophie on November 21, 1949, partnered by Risé Stevens 
in an opening-night performance conducted by Fritz 
Reiner, who had been first conductor in Dresden when 
Berger made her debut there in 1925 as the First Boy in 
Die Zauberflite. Berger essayed seven roles at the Met in 
28 performances, including Gilda, the Queen of the 
Night, Rosina and the Forest Bird; her Sophie was heard 


Fritz Reiner—Met: 1949-1953 


on 10 occasions. Born in Dresden in 1900, she impressed 
audiences in Bayreuth, Salzburg, Berlin and London, 
emerging the most famous German coloratura of her 
generation due to the exquisite beauty of her soprano 
and the equally exquisite application of it. Her voice 
retained its youthful freshness throughout a long career 
that ended in 1955, after which she began teaching. 

Between 1939 and 1960, American baritone Leonard 
Warren's grandly dark, sumptuous voice reigned at the 
Metropolitan. Warren eventually was to be heard in 622 
performances of 26 roles, encompassing all the great 
parts in the Italian and French repertories: Rigoletto, Di 
Luna, Amonasro, Barnaba, Escamillo, Germont, Ash- 
ton, Don Carlo, Tonio, Renato, Falstaff, Iago, Boc- 
canegra, Gérard, Scarpia, Don Carlo in Ernani and 
Macbeth. Born in New York in 1911, he studied here and 
abroad—and later in New York with De Luca— winning 
the Metropolitan Opera Auditions of the Air in 1938. 
This led to his debut in the house as Paolo in Simon 
Boccanegra on January 13, 1939—he did not play the title 
role until a decade later. The young singer essayed his 
first Valentin on December 15, 1939, repeating it another 
20 times before moving on to the more dramatic reper- 
tory. At the height of his career—and only 48—Warren 
was stricken with a cerebral hemorrhage and died on the 
stage of the Met, March 4, 1960, during Act II of La Forza 
del Destino, having just finished the aria ‘“Urna fatale del 
mio destino.”’ Baritones who have followed in Warren’s 
steps have inevitably been under the spell of his mas- 
sive, meaty vocal outpouring and weighty application of 
that sound. 

The powerful presence and bass of Alexander Kipnis 
was most often put in the service of German repertory at 
the Met during his years there, beginning with his debut 
as Gurnemanz on January 5, 1940. In 103 performances 
he was also heard in such roles as King Marke, Her- 
mann, Hagen, Arkel, Rocco, Hunding, Sarastro, Baron 
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Ochs and Leporello. Kipnis’ final Met role would be 
Boris Godunov, which he sang only four times, the first 
on February 13, 1943—he did it in the original language 
while everyone else sang in Italian. Born in Russia in 
1891, Kipnis studied in Warsaw, then made his debut at 
Hamburg in 1915. From there he proceded to Wiesbaden, 
Berlin, Chicago, London, Buenos Aires, Bayreuth and 
Salzburg, where he impressed with his sonorous, flexi- 
ble, richly hued bass, as well as acting of the highest 
order. Critics praised him for his vocal plenitude, depth 
of sentiment, thoughtful detail and authoritative inter- 
pretations. Kipnis died in Westport, Connecticut, in 
1978, leaving not only an impressive opera legacy but 
one in the song literature as well. 

Trouser roles typified Jarmila Novotna’s Met career, 
which began on the evening of January 5, 1940, as Mimi 
and went on to include Euridice, Cherubino, Octavian 
and Orlovsky as well as Violetta, Manon, Marie in The 
Bartered Bride, Donna Elvira, Pamina, Freia and An- 
tonia—first heard on December 10, 1943, and sung eight 
times. Novotna’s Met career totaled 193 performances 
before she retired in 1956. Born in Prague in 1907, she 
studied in her native country with Destinn before mak- 
ing her debut as Violetta in Prague in 1926, going on to 
Berlin, Vienna and Salzburg before her Met years. In 
1934 in Vienna she created Lehar’s Giuditta, that com- 
poser’s only work ever staged at the Staatsoper. Novotna 
brought an aristocratic artistry and manner to all she 
performed, together with a glowing physical beauty, 
which also provided her with a successful film career. 
Her highly feminine, vulnerable soprano, used with 
sincerity and intelligence, lent a unique flavor to each of 
her roles. 

Licia Albanese became the quintessential Puccini so- 
prano at the Met after her debut there as Cio-Cio-San on 
February 9, 1940. In 400 performances, she would sing 
Madama Butterfly 72 times, including the post-war re- 
vival after several years’ absence when the United States 
was at war with Japan. Albanese added to this signature 
part such heroines as Mimi, Lauretta, Giorgetta, Manon 
Lescaut, Tosca and Liu, as well as Micaela, Susanna, 
Nedda, Marguerite, Violetta, Manon, Desdemona, 
Nanetta and Adriana Lecouvreur. She was born in Bari 
in 1913, studied in Milan with Giuseppina Bal- 
dassare-Tedeschi and won an important national voice 
competition before making her debut in 1931 at Milan’s 
Teatro Lirico as Butterfly. The soprano appeared in many 
European opera houses before coming to America, in- 
cluding Rome and Covent Garden, where she was Liu 
during the 1937 Coronation season. In the United States 
she became a great favorite of Toscanini, with whom she 
collaborated on broadcasts of La Boheme and La Traviata. 
Albanese brought to everything she sang a tremendous 
emotional fervor mated with a natural lyricsoprano used 
with impressive musicality and a passionate acting in- 
stinct that found her fully immersed in every character. 

The history of the Met has witnessed few artists more 
versatile or valuable than Eleanor Steber. From her debut 
as Sophie on December 7, 1940, she would be heard in 33 
roles in 405 performances, her specialty remaining the 
Mozart heroines: the Countess, Donna Elvira, Donna 
Anna and Pamina, many sung under her early mentor, 
Bruno Walter. In 1946 she became the theater's first Con- 
stanze in The Abduction from the Seraglio, and in 1951 she 
was Fiordiligi in the famous Alfred Lunt Cosi Fan Tutte. 
Steber was also the Met's first Arabella (1955), Marie in 
the company premiere of Wozzeck (1959), under Karl 
Bohm, and its world-premiere Vanessa on January 15, 
1958, under her frequent collaborator in opera and con- 
cert, Dimitri Mitropoulos, whose Met career spanned 
1954-60. The soprano’s other parts included Violetta, 
Marguerite, Eva, Manon, Mimi, the Marschallin, 


Alice Ford, Elisabetta di Valois, Desdemona, Elsa, 
Rosalinda and Tosca. Steber was born in Wheeling, West 
Virginia, in 1914 and studied in Boston and then in New 
York with Althouse. In 1940 she won the Met Auditions 
of the Air, which paved the way for her debut. While she 
remained essentially an American and Met singer, Ste- 
ber did take her vibrant, agile, stylish soprano to 
Glyndebourne, Bayreuth, Florence and Athens. Today 
she teaches at the Juilliard School. 

The career of Rosalind Elias could be said to have been 
put on the map when she created the role of Erika in 
Vanessa. Born in 1929 in Lowell, Massachusetts, the 
mezzo had come to the Met as Grimgerde in Die Walkiire 
on February 23, 1954. Since that time she has gone on to 
sing nearly 50 roles in the house, amassing some 600 
performances, the most recent being the Witch in Hansel 
and Gretel. In 1966 she created Charmian in the world 
premiere of Antony and Cleopatra, which opened the new 
house at Lincoln Center. Elias’ creamy, flexible mezzo 
has been heard in such diverse parts as Bersi, Siebel, 
Maddalena, Preziosilla, Suzuki, Giulietta, Cherubino, 
Lola, Olga, Carmen, Marina, Laura, Nancy in Martha, 
Azucena, Amneris, Dorabella, Octavian, Meg Page, 
Pauline in Pique Dame, Zerlina, Hansel, Charlotte and 
Rosina. 

Regina Resnik created a small sensation with her all 
but silent role of the Baroness in Vanessa. The New York- 
born (1922) mezzo-soprano had come to the Met as a 
young soprano on December 6, 1944, singing Leonora in 
I! Trovatore after having made her debut as Lady Macbeth 
with the New Opera in 1942. During her soprano years 
she created Delilah in The Warrior in 1947 and was New 
York’s first Ellen Orford in Peter Grimes in 1948. Until the 
mid-1950s her repertory included Santuzza, Tosca, 
Leonore, Donna Anna, Alice Ford, Donna Elvira, 
Rosalinda and Musetta. Then after a period of restudy, 
she returned as Venus, Laura, Marcellina, Herodias, Car- 
men, Orlovsky, Magdalene, Klytemnestra, Mistress 
Quickly, Azucena, the countess in Pique Dame, the Prin- 
cipessa di Bouillon, and the Marquise in La Fille du 
Régiment, a role in which she returned to the Met during 
the centennial season, 1983-84, which also celebrated the 
40th year of the singer’s link to the company. Resnik also 
became a favorite at Covent Garden and in Vienna, and 
recently she has turned to directing opera. Always a 
gripping actress, she brought high intelligence and in- 
tensity to her portrayals. 

The Swedish-Russian tenor Nicolai Gedda created the 
role of Anatole in Vanessa during his debut season at the 
Met, having arrived as Faust on November 1, 1957, Since 
that time he has sung well over 300 performances in 
nearly 30 roles in the French, Italian, English, German 
and Russian repertories. Born in Stockholm in 1925, he 
made his debut at the Royal Swedish Opera in Adam’s 
Le Postillon de Longjumeau in 1952, proceeding quickly to 
La Scala, Covent Garden and the Paris Opéra, as well as 
to a prodigious recording career in opera, concert and 
song literature. At the Met Gedda has lavished his extra- 
ordinarily musical, stylish, patrician manner on 
Hoffmann, Des Grieux, Pelléas, Don José and Roméo as 
well as Faust in the French wing, Don Ottavio, Alfredo, 
Pinkerton, Nemorino, Elvino, the Duke of Mantua, 
Edgardo, Rodolfo, Arrigo and Ernesto in the Italian re- 
pertory, Tamino, Belmonte and the Italian Singer in Ger- 
man works and Lenski and Dimitri in Russian opera. In 
1964 he was Kodando in the American premiere of The 
Last Savage. 

The Chicago-born bass (1923) Giorgio Tozzi gained 
experience in Italy before arriving at the Met on March9, 
1955, as Alvise, and he went on to sing well aver 500 
performances in nearly 40 roles in the next quarter-cen- 
tury, among them Ramfis, Sparafucile, Pogner, Pimen, 
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Padre Guardiano, Ferrando, Colline, Silva, Figaro, 
Prince Gremin, the Commendatore, Basilio, Sarastro, 
Banquo, Philip II, Arkel, Daland, Fiesco, Rodolfo, Boris 
Godunov, Méphistophélés, Hans Sachs, Walter in Luisa 
Miller and Rocco as well as the Doctor in Vanessa. Tozzi 
made his opera debut in 1945 with the Mid-West Opera 
and then in New York in Britten’s The Rape of Lucretia 
before venturing abroad, as so many Americans did in 
the post-war period. The NBC Opera featured him as 
Archibaldo in L’Amore dei Tre Re and Boris, and he be- 
came a great favorite in San Francisco. In recent years 
Tozzi has appeared on the theater circuit in South Pacific 
and The Most Happy Fella. His big, black, expressive bass 
was always put to the most intensely felt expression of 
his mighty repertory. 

Intelligence guided the long career of Jan Peerce, who 
was born in New York in 1904 and began his musical 
career as a violinist and singer with dance bands in the 
Catskills. He was a soloist at Radio City Music Hall 
before making his opera debut as the Duke in Rigoletto in 
Baltimore in 1939. Peerce arrived at the Met on Novem- 
ber 29, 1941, as Alfredo in a Traviata with Novotna and 
Tibbett, and he would sing the part more than any other 
in a career that totaled 324 performances in 11 roles. The 
tenor was first heard as Edgardo during the Met's tour in 
1942, and he went on to 62 more performances of the 
Donizetti-Scott hero. His other roles were the Duke, 
Cavaradossi, Riccardo, Rodolfo, Pinkerton, Don Ot- 
tavio, Faust, Turiddu and Don Alvaro. He also had a 
close association with Toscanini, who chose him for 
concert peformances of La Bohéme, Fidelio, La Traviata 
and Un Ballo in Maschera. Peerce’s ringing tenor, enor- 
mously innate style and refinement served him well 
through the 1970s in concerts everywhere. Like so many 
American singers of his day, he helped form the core of 
the Met all through the war years and after. 


Vanessa, 1958. Premiere cast 
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SIDE 11 
Thomas Verdi Bel 
Mignon: Act II Otello: Act II La 
Oui, pour ce soir; Je suis Titania (Polonaise) Si, pel ciel Ah 
Patrice Munsel, soprano Ramon Vinay, tenor Rol 
RCA Victor Symphony Orchestra Giuseppe Valdengo, baritone RC 
Sylvan Levin, conductor Arturo Toscanini and the Ret 
(Recorded 3/23/45; Matrix: D5-RC-895-1) NBC Symphony Orchestra (Re 
(from the NBC broadcast of December 6, 1947; 
Verdi Matrix: E3-RP-5054) Ros 
Aida: Act I IB 
Se quel guerrier; Celeste Aida Wagner f Ecc 
Richard Tucker, tenor Die Meistersinger: Act III Ce 
Arturo Toscanini and the Morgenlich leuchtend im rosigen Schein (Prize Song) Me 
NBC Symphony Orchestra Set Svanholm, tenor Eri 
(from the NBC broadcast of March 26, 1949; RCA Victor Symphony Orchestra (Re 
Matrix: E4-RP-8301) Frieder Weissmann, conductor 
(Recorded 2/4/47; Matrix: D7-RC-7182-1) Ver 

Puccini Un 
Manon Lescaut: Act II Re 
L’ho abbandonato senza un saluto; SIDE Mz 
In quelle trine morbide Verdi Me 
Dorothy Kirsten, soprano Macbeth: Act II Di 
RCA Victor Symphony Orchestra Studia il passo; Come dal ciel precipita (Re 
Jean Morel, conductor Jerome Hines, bass A 
(Recorded 1/14/47; Matrix: D7-RC-7123-2) Metropolitan Opera Orchestra Ver 

: Erich Leinsdorf, conductor Ot 
Verdi (Recorded 2/15/59; Matrix: K2-RB-1116) Cr 
Don Carlo: Act II Tit 
Felice ancor; Per me giunto Puccini Ro 
Robert Merriil, baritone La Bohéme: Act I Tul 
RCA Victor Symphony Orchestra Che gelida manina (Re 


Renato Cellini, conductor 
(Recorded 11/30/50; Matrix: EO-RC-1948-1) 


hen the Spokane-born (1925) soprano 

Patrice Munsel entered the portals of 

the Met as Philine in Mignon on De- 

cember 4, 1943, she became the young- 

est singer ever engaged by the com- 
pany. She had studied in Washington and then New 
York before coming to the Met under the conductorial 
hand of Sir Thomas Beecham; she sang Philine 17 times 
ina career totaling 17 roles in 219 performances, includ- 
ing Olympia, Gilda, Lucia, Rosina, the Queen of 
Shemakha, Juliette, Zerlina, Adele, Musetta, Despina 
and Périchole. Munsel played Adele in Rudolf Bing’s 
1950-51 hit production of Die Fledermaus, performing it 44 
times in all. With her light coloratura soprano of silvery 
brightness, her delightful personality and fine acting 
skill, she moved from opera into films (among them the 
life of Nellie Melba), television and Broadway shows, 
with which she has toured the length and breadth of the 
country in past years. 

Richard Tucker reveled in being thought of as “the 
American Caruso,” andin much ofhis repertory heemu- 
lated his mighty predecessor. Born in New York in 1913, 
Tucker worked in the Seventh Avenue fur market and 
sang as a cantor in synagogues before turning his gifts to 
opera. After studying with Althouse, he made his debut 
with the Salmaggi Opera (1943) as Alfredo and came to 
the Met as Enzo on January 25, 1945. Until his sudden 
death on January 8, 1975, while on a concert tour with 
Robert Merrill, Tucker sang 30 roles in724 performances 


carefully monitoring himself so that he moved from lyric 


Giuseppe Di Stefano, tenor 

RCA Victor Symphony Orchestra 
Renato Cellini, conductor 

(Recorded 3/24/51; Matrix: E1-RC-3181) 


parts into the more spinto and dramatic repertory as his 
voice darkened and matured. In fact, he did not sing 
Radames until January 2, 1965, although he had per- 
formed it with Toscanini for an NBC Symphony broad- 
cast in 1949. The tenor’s large Met repertory spanned 
Mozart’s Tamino and Ferrando, Verdi’s Alfredo, Duke, 
Riccardo, Gabriele, Don Carlo, Don Alvaro, Manrico 
and Rodolfo to Puccini’s Rodolfo, Des Grieux, Ca- 
varadossi, Dick Johnson and Calaf. Other roles included 
Dimitri, Turiddu, Edgardo, Don José, Andrea Chénier, 
Hoffmann, Lenski and Lionel. With Caruso’s spectre 
before him, Tucker yearned to sing Eléazar at the Met but 
lived only long enough to play it in New Orleans and 
Barcelona. His international career also took him to 
London, Verona, Florence, La Scala and Vienna. To flaw- 
less intonation and agility acquired in the cantorial 
school, Tucker added a sumptuous tonal quality, a buoy- 
ancy in the top register and a dramatic power as well as 
an ardency to his singing. 

The lustrous beauty of Dorothy Kirsten’s soprano and 
her physical beauty made her one of the most popular 
and glamourous singers throughout the 1940s, ‘50s, ‘60s 
and ‘70s. She arrived at the Met as Mimi on December1 
1945, beginning an association that lasted over 30 years. 
With lessons learned from her mentor, Grace Moore— 
who had sent her to Europe to study just before World 
War II and then arranged for her debut at the Chi 


Verdi 

Otello: Act II 

Si, pel ciel 

Ramon Vinay, tenor 

Giuseppe Valdengo, baritone 

Arturo Toscanini and the 

NBC Symphony Orchestra 

(from the NBC broadcast of December 6, 1947; 
Matrix: E3-RP-5054) 


Wagner 

Die Meistersinger: Act III 

Morgenlich leuchtend im rosigen Schein (Prize Song) 
Set Svanholm, tenor 

RCA Victor Symphony Orchestra 

Frieder Weissmann, conductor 

(Recorded 2/4/47; Matrix: D7-RC-7182-1) 


SIDE 12 


Verdi 

Macbeth: Act II 

Studia il passo; Come dal ciel precipita 
Jerome Hines, bass 

Metropolitan Opera Orchestra 

Erich Leinsdorf, conductor 

(Recorded 2/15/59; Matrix: K2-RB-1116) 


Puccini 

La Bohéme: Act I 

Che gelida manina 

Giuseppe Di Stefano, tenor 

RCA Victor Symphony Orchestra 
Renato Cellini, conductor 

(Recorded 3/24/51; Matrix: El-RC-3181) 


Bellini 

La Sonnambula: Act III 

Ah, non giunge 

Roberta Peters, soprano 

RCA Victor Symphony Orchestra 
Renato Cellini, conductor 

(Recorded 9/1/53; Matrix: E3-RC-3314) 


Rossini 

Il Barbiere di Siviglia: Act I 

Ecco ridente 

Cesare Valletti, tenor 

Metropolitan Opera Orchestra 
Erich Leinsdorf, conductor 

(Recorded 9/8, 9/58; Matrix: J2-RB-6146) 


Verdi 

Un Ballo in Maschera: Act I 

Re dell’abisso 

Marian Anderson, contralto 
Metropolitan Opera Orchestra 
Dimitri Mitropoulos, conductor 
(Recorded 1/9/55; Matrix: F2-RP-0605) 


Verdi 

Otello: Act II 

Credo in un Dio crudel (Iago’s Creed) 

Tito Gobbi, baritone 

Rome Opera House Orchestra 

Tullio Serafin, conductor 

(Recorded 7/20, 23 and 8/7/60; Matrix: 2-L2-RB-2317) 


parts into the more spinto and dramatic repertory as his 
voice darkened and matured. In fact, he did not sing 
Radames until January 2, 1965, although he had per- 
formed it with Toscanini for an NBC Symphony broad- 
cast in 1949. The tenor’s large Met repertory spanned 
Mozart’s Tamino and Ferrando, Verdi’s Alfredo, Duke, 
Riccardo, Gabriele, Don Carlo, Don Alvaro, Manrico 
and Rodolfo to Puccini’s Rodolfo, Des Grieux, Ca- 
varadossi, Dick Johnson and Calaf. Other roles included 
Dimitri, Turiddu, Edgardo, Don José, Andrea Chénier, 
Hoffmann, Lenski and Lionel. With Caruso’s spectre 
before him, Tucker yearned to sing Eléazar at the Met but 
lived only long enough to play it in New Orleans and 
Barcelona. His international career also took him to 
London, Verona, Florence, LaScala and Vienna. To flaw- 
less intonation and agility acquired in the cantorial 
school, Tucker added a sumptuous tonal quality, a buoy- 
ancy in the top register and a dramatic power as well as 
an ardency to his singing. 

The lustrous beauty of Dorothy Kirsten’s soprano and 
her physical beauty made her one of the most popular 
and glamourous singers throughout the 1940s, ‘50s, ‘60s 
and ‘70s. She arrived at the Met as Mimion December 1, 
1945, beginning an association that lasted over 30 years. 
With lessons learned from her mentor, Grace Moore— 
who had sent her to Europe to study just before World 
War Il and then arranged for her debut at the Chicago 
Opera in 1940, as Pousette in Manon —Kirsten decided to 
specialize in her repertory, concentrating on La Boheme, 
La Traviata, Faust, Madama Butterfly, Manon Lescaut (which 
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she first sang on November 23, 1949, in a famed revival 
with Bjoerling), Tosca and La Fanciulla del West, even 
though she did chalk up performances as Juliette, 
Louise, Fiora, Manon and Rosalinda. Born in Montclair, 
New Jersey, in 1917, she first sang in operetta and musi- 
cals before going abroad, returning home and singing at 
the newly formed New York City Opera as Manon 
Lescaut. In addition to opera her career included radio, 
television and films (“The Great Caruso” with Mario 
Lanza). With a soprano of soaring purity, and as an 
actress of consummate skill, Kirsten knew the word 
“no” in terms of repertory and so preserved the girlish 
freshness of tone throughout her long, handsome career. 

Robert Merrill was one more American singer who 
came to the fore during World War II and went on to a 
celebrated international career. With a natural baritone of 
tremendous warmth, color and power, he amassed 772 
performances in 20 roles at the Met after making his 
debut there on December 15, 1945, as Germont—he 
would sing that part 134 times through his long tenure. 
Other roles included Ashton, Escamillo, Valentin, 
Amonasro, Figaro, Di Luna, Rigoletto, Tonio, Marcello, 
Renato, Barnaba, Don Carlo, Iago and Scarpia. He 
played Rodrigo in the historic Don Carlo that opened the 
Bing regime on November 6, 1950, a performance that 
also involved Jussi Bjoerling, Cesare Siepi, Fedora Barbi- 
eri and Delia Rigal, directed by Margaret Webster and 
conducted by Fritz Stiedry. Born in Brooklyn in 1917, 
Merrill started out wanting to be a professional baseball 
player, but he studied voice and made his debut in 1944 
in Trenton as Amonasro. In 1945 he won the Metro- 
politan Opera Auditions of the Air, which led to his Met 
debut, surrounded by Albanese and Tucker. Toscanini 
chose him for his Germont and Renato in broadcasts of 
La Traviata and Un Ballo in Maschera. In recent years 
Merrill has been heard primarily in concerts and as 
Tevye in Fiddler on the Roof at theaters around the country. 

The singing of Chilean Ramon Vinay can be divided 
into three eras—baritone, tenor, baritone. Born in 1912, 
he made his debut in 1938 in Mexico City as Count Di 


Luna; then after restudying with tenor René Maison he 
made his tenor debut in 1943 as Don José, after which he 
came to the New York City Opera in the same role. Vinay 
made his Met debut as Don José on February 22, 1946, 
and sang there 17 seasons as Radames, Canio, Julien, 
Samson, Tristan, Tannhauser, Herod, Loge, Siegmund, 
Siegfried and Parsifal in 164 performances. His initial 
Met Otello was on December 9, 1946, and he sang it 17 
more times before returning to the baritone repertory 
during the 1960s. He had first sung the role in Mexico 
City in 1944 and was later coached by Toscanini; together 
they performed Verdi’s penultimate opera in concert 
with the NBC Symphony in 1947 Vinay took his por- 
trayal of Otello to La Scala, Verona and Salzburg as well, 
and when he said farewell to the stage in Santiago in 1969 
it was as the Moor in the opera’s final act. Even as a tenor, 
he brought a dark baritonal quality and color to his 
singing, and throughout his performing days he im- 
bued his roles with nobility, pathos and heroism, all 
part of his unique dramatic temperament. During the 
mid-1950s Vinay’s vocal-dramatic qualities also became 
a fixture of the Bayreuth Festival. 

Toscanini also shed his favor on the Italian baritone 
Giuseppe Valdengo, who was the maestro’s choice for 
Iago and Amonasro in the historic broadcast perfor- 
mances of Otello and Aida with the NBC Symphony. 
Born in Turin in 1914, Valdengo made his debut at Alex- 
andria in 1936 as Sharpless, going on to La Scala in 1939. 
After a debut with the New York City Opera he came to 
the Met on December 19, 1947, as Tonio in Pagliacci, even- 
tually singing 122 performances of 18 roles, among them 
Figaro, Amonasro, Germont, Sharpless, Belcore, Ash- 
ton, Marcello, Ford, Lescaut, Paolo, Valentin and Al- 
maviva. He sang Iago but once, during the Met tour in 
1949, With his beautifully resonant, vibrant baritone and 
spirited dramatic portrayals, Valdengo remained a favor- 
ite throughout the seven seasons he was at the house. 

Like other tenors in the Wagnerian repertory, the 
Swedish-born (1904) Set Svanholm began as a baritone 
and then moved upward into the tenor range, making 
his debut as Radames in Stockholm in 1936. His first 
Wagner roles were Lohengrin and Siegmund, and then 
in 1938 he was Walther for a Salzburg Die Meistersinger. 
Svanholm went on to La Scala, Bayreuth, Vienna and 
Covent Garden before bowing at the Met on November 
15, 1946, as Siegfried in the third Ring opera. His first 


Luna; then after restudying with tenor René Maison he 
made his tenor debut in 1943 as Don José, after which he 
came to the New York City Opera in the same role. Vinay 
made his Met debut as Don José on February 22, 1946, 
and sang there 17 seasons as Radames, Canio, Julien, 
Samson, Tristan, Tannhauser, Herod, Loge, Siegmund, 
Siegfried and Parsifal in 164 performances. His initial 
Met Otello was on December 9, 1946, and he sang it 17 
more times before returning to the baritone repertory 
during the 1960s. He had first sung the role in Mexico 
City in 1944 and was later coached by Toscanini; together 
they performed Verdi’s penultimate opera in concert 
with the NBC Symphony in 1947, Vinay took his por- 
trayal of Otello to La Scala, Verona and Salzburg as well, 
and when he said farewell to the stage in Santiago in 1969 
it was as the Moor in the opera’s final act. Evenas a tenor, 
he brought a dark baritonal quality and color to his 
singing, and throughout his performing days he im- 
bued his roles with nobility, pathos and heroism, all 
part of his unique dramatic temperament. During the 
mid-1950s Vinay’s vocal-dramatic qualities also became 
a fixture of the Bayreuth Festival. 

Toscanini also shed his favor on the Italian baritone 
Giuseppe Valdengo, who was the maestro’s choice for 
Iago and Amonasro in the historic broadcast perfor- 
mances of Otello and Aida with the NBC Symphony. 
Born in Turin in 1914, Valdengo made his debut at Alex- 
andria in 1936 as Sharpless, going on to La Scala in 1939. 
After a debut with the New York City Opera he came to 
the Met on December 19, 1947, as Tonio in Pagliacci, even- 
tually singing 122 performances of 18 roles, among them 
Figaro, Amonasro, Germont, Sharpless, Belcore, Ash- 
ton, Marcello, Ford, Lescaut, Paolo, Valentin and Al- 
maviva. He sang Iago but once, during the Met tour in 
1949. With his beautifully resonant, vibrant baritone and 
spirited dramatic portrayals, Valdengo remained a favor- 
ite throughout the seven seasons he was at the house. 

Like other tenors in the Wagnerian repertory, the 
Swedish-born (1904) Set Svanholm began as a baritone 
and then moved upward into the tenor range, making 
his debut as Radames in Stockholm in 1936. His first 
Wagner roles were Lohengrin and Siegmund, and then 
in 1938 he was Walther for a Salzburg Die Meistersinger. 
Svanholm went on to La Scala, Bayreuth, Vienna and 
Covent Garden before bowing at the Met on November 
15, 1946, as Siegfried in the third Ring opera. His first 
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Met Walther came on February 1, 1947, and he repeated it 
13 more times ina career that encompassed 17 roles in132 
performances, including Tristan, Siegmund, Lohen- 
grin, Parisfal, Tannhauser, Erik and Loge, as well as 
Radames, Herod, Eisenstein, Florestan, Aegisthus and 
Otello. Svanholm emerged as the leading Tristan and 
Siegfried of the post-war era, valued for his powerful, 
flexible, expressive instrument. In1957 he became direc- 
tor of the Royal Opera in Stockholm, where he died in 
1964. 

In the Met's 100-year history, no one had a longer 
continous career than the American bass Jerome Hines, 
who has sung major roles in the house for over 35 years. 
Born in Hollywood, California, in 1918, he studied math 
and chemistry at the University of California before 
studying voice with Gennaro Cuni and making his de- 
but at the San Francisco Opera as Biterolf in Tannhauser. 
After appearing with various American companies, 
Hines made his Met debut on November 21, 1946, as the 
Sergeant in Boris Godunov. Since then he has sung al- 
most 800 performances in 45 roles, among them Méphi- 
stophéles, Comte Des Grieux, Ramfis, Don Basilio, 
Ferrando, Lothario, Raimondo, Sparafucile, Gur- 
nemanz, the Grand Inquisitor, Sarastro, Philip II, Col- 
line, Padre Guardiano, Arkel, Hermann, Boris Go- 
dunov, King Marke, Don Giovanni, Prince Gremin, 
Wotan, Fiesco, Zaccaria, King Henry, Silva, Zaccarias in 
Le Prophete and the Marquis in Dialogues of the Carmelites. 
He played Banquo in the Met premiere of Macbeth on 
February 5, 1959, with Rysanek and Warren. Hines has 
also sung in Buenos Aires, Munich, Edinburgh, Paris, 
Rome, Florence, Milan, and Bayreuth, where in the late 
1950s and early ‘60s he was heard in many of his great 
Wagner parts. With his deep, dark bass of impressive 
size and breadth, Hines has proved to be an invaluable 
member of the Met, no less for his intense dramatic 
portrayals. 

Sicilian-born (1921) Giuseppe Di Stefano’s youthful 
exuberance, magnetic charisma and sun-filléed Italian 
tenor made a deep and lasting impression when he 
broke onto the scene just after World War II. After study- 
ing in Milan, DiStefano made his debut in 1946 at Reggio 
Emilia as Des Grieux in Manon. From there he was 
immediately engaged for Rome and Milan before com- 
ing to America to make his debut at the Met on February 
25, 1948, as the Duke in Rigoletto. In seven seasons the 


tenor sang 110 performances in 15 roles, including Des 
Grieux, Wilhelm Meister, Alfredo, Nemorino, Rinuccio, 
Faust, Rodolfo, Almaviva and Don José. His first Rodolfo 
came on March 8, 1949, and he sang 16 more perfor- 
mances of Puccini's poet. Di Stefano has pursued a 
worldwide career in opera and concert; during the 1950s 
he played a significant part in the golden age of La Scala, 
with Callas, Simionato, Bastianini, Christoff, Giulini, 
Visconti, Zeffirelli and others. While he increasingly 
took on heavier repertory, in recent years he has turned 
more to concerts and operetta throughout Europe and 
South America. Blessed with a warm, natural tenor, Di 
Stefano employs it with an Italianate ardency and high 
artistry, offering a ravishing pianissimo and exquisite 
breath control among so many attributes. 

During the 1984-85 season Roberta Peters will have 
become the leading principal female singer at the Met in 
terms of longevity. Born in New York in 1930, the so- 
prano made her professional debut in the house on 
November 17, 1950, as Zerlina, and she has maintained a 
continuous relationship with the theater, having sung 
nearly 500 performances in 24 roles. Her repertory has 
reached out to the Queen of the Night, Rosina, Gilda 
(her most frequently sung role), Despina, Sophie, Adele, 
Susanna, Oscar, Amor, Olympia, Norina, Lucia, Adina, 
Zerbinetta and Nannetta. Peters sang her first Amina in 
La Sonnambula on February 6, 1964. That same season she 
created the central role of Kitty in the American premiere 
of The Last Savage. Like so many American singers, 
Peters has pursued a diversified career, often appearing 
on radio and television and touring in operetta and 


Manon Lescaut with Dorothy Kirsten 


musicals. She has sung in many of the major European 
theaters, including Covent Garden, Vienna and Salz- 
burg, and she has toured the Soviet Union in opera and 
concert. Her dead-accurate coloratura soprano has long 
been admired for its brilliance and precision, while her 
sparkling, appealing personality has proved an asset in 
all her work. 

Cesare Valletti carried on the exquisite tradition of the 
Italian lyric tenor as embodied by his teacher Tito 
Schipa. Born in 1922 in Rome, he studied there and then 
made his debut in 1947 at Bari, after which he imme- 
diately established his reputation as a refined master of 
bel canto and Mozart roles, moving on to La Scala, the 
Rome Opera, Covent Garden, Vienna’s Staatsoper, Tea- 
tro Colén, the Paris Opéra, Amsterdam and elsewhere. 
Valletti came to the Met on December 10, 1953, in one of 
his signature roles, Don Ottavio, which he sang 32 times 
ina Met career of 113 performances in eight roles. He was 
most often heard as Almaviva in II Barbiere di Siviglia, 
which he sang 33 times, including the first night (Febru- 
ary 19, 1954) of a new production designed by Eugene 
Berman and directed by Cyril Ritchard, with Peters, Mer- 
rill, Corena and Siepi, a classic ensemble of the 
mid-1950s. Valletti’s other parts were Des Grieux in 
Manon, Ferrando, Ernesto, Alfredo, Alfred in Fledermaus 
and Tamino. He remained at the Met through the 1959-60 
season and retired from opera in 1968. Valletti’s subtly 
colored tenor was also heard at Glyndebourne, Aix-en- 
Provence, Verona and Salzburg, and he was one of the 
few Italian singers to become a leading song recitalist. 

Although the great American contralto Marian Ander- 
son sang but one role and eight performances at the 
Met—Ulrica in Un Ballo in Maschera—her presence 
proved significant in the theater’s history, for she be- 
came the first black singer to appear on its stage. She 
made her debut on January 7, 1955, with Milanoy, Peters, 
Tucker and Warren under Mitropoulos. In her wake 
would come the flood of black singers, among them 
Mattiwilda Dobbs, Leontyne Price, Grace Bumbry and 
Shirley Verrett. Anderson was born in Philadelphia in 
1902, and after study gave her first concerts in 1928, 
defying all obstacles against black singers in that period. 
A 1930 European concert tour brought her international 
attention, and in 1935 she sang under Toscanini and at 
Salzburg. Another historic occasion in her career came 
in 1939 when, scheduled to sing a recital at Washington’s 
Constitution Hall but denied its use by the owner, the 
DAR, she gave an open-air concert at the Lincoln Memo- 
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musicals. She has sung in many of the major European 
theaters, including Covent Garden, Vienna and Salz- 
burg, and she has toured the Soviet Union in opera and 
concert. Her dead-accurate coloratura soprano has long 
been admired for its brilliance and precision, while her 
sparkling, appealing personality has proved an asset in 
all her work. 

Cesare Valletti carried on the exquisite tradition of the 
Italian lyric tenor as embodied by his teacher Tito 
Schipa. Born in 1922 in Rome, he studied there and then 
made his debut in 1947 at Bari, after which he imme- 
diately established his reputation as a refined master of 
bel canto and Mozart roles, moving on to La Scala, the 
Rome Opera, Covent Garden, Vienna’s Staatsoper, Tea- 
tro Colén, the Paris Opéra, Amsterdam and elsewhere. 
Valletti came to the Met on December 10, 1953, in one of 
his signature roles, Don Ottavio, which he sang 32 times 
ina Met career of 113 performances in eight roles. He was 
most often heard as Almaviva in II Barbiere di Siviglia, 
which he sang 33 times, including the first night (Febru- 
ary 19, 1954) of a new production designed by Eugene 
Berman and directed by Cyril Ritchard, with Peters, Mer- 
rill, Corena and Siepi, a classic ensemble of the 
mid-1950s. Valletti’s other parts were Des Grieux in 
Manon, Ferrando, Ernesto, Alfredo, Alfred in Fledermaus 
and Tamino. He remained at the Met through the 1959-60 
season and retired from opera in 1968. Valletti’s subtly 
colored tenor was also heard at Glyndebourne, Aix-en- 
Provence, Verona and Salzburg, and he was one of the 
few Italian singers to become a leading song recitalist. 

Although the great American contralto Marian Ander- 
son sang but one role and eight performances at the 
Met—Ulrica in Un Ballo in Maschera—her presence 
proved significant in the theater’s history, for she be- 
came the first black singer to appear on its stage. She 
made her debut on January 7, 1955, with Milanoy, Peters, 
Tucker and Warren under Mitropoulos. In her wake 
would come the flood of black singers, among them 
Mattiwilda Dobbs, Leontyne Price, Grace Bumbry and 
Shirley Verrett. Anderson was born in Philadelphia in 
1902, and after study gave her first concerts in 1928, 
defying all obstacles against black singers in that period. 
A 1930 European concert tour brought her international 
attention, and in 1935 she sang under Toscanini and at 
Salzburg. Another historic occasion in her career came 
in 1939 when, scheduled to sing a recital at Washington's 
Constitution Hall but denied its use by the owner, the 
DAR, she gave an open-air concert at the Lincoln Memo- 


rial attended by 75,000 people and supported by Eleanor 
Roosevelt. After a legendary concert career, in which she 
was applauded not only as a splendid singer and artist 
but as a symbol of her people and of breaking down 
racial barriers, Marian Anderson retired to Connecticut 
in 1965. Her deep, velvety voice and superior artistry, 
together with her personal dignity and forceful pres- 
ence, received universal recognition. 

The artistry of Tito Gobbi came to be heard 
throughout the world after his debut in 1935 as Rodolfo 
in La Sonnambula at Gubbio, for he quickly moved on to 
Rome, La Scala, Naples, Covent Garden, the Paris Op- 
éra, ViennaStaatsoper, Munich, Barcelona, Lisbon, Chi- 
cago, San Francisco, Buenos Aires, Salzburg, Verona, 
Florence and elsewhere. Gobbi arrived at the Met on 
January 13, 1956, as Baron Scarpia, a role lre would sing 
there 28 times in a career that amounted to 45 perfor- 
mances in four roles, the others being Rigoletto, Iago 
and Falstaff. He sang his first Met lago on December 9, 
1958. Born at Bassano del Grappa in 1913, Gobbi orig- 
inally studied to be a lawyer and then turned to singing, 
studying in Rome with former tenor Giulio Crimi. 
Gobbi’s American career became closely linked to the 
Lyric Opera of Chicago from its inception in 1954 to the 
baritone’s death in 1984, having sung all his major roles 
there as well as directing several works. With his supe- 
rior intelligence, intense dramatic depth and immaculate 
musicianship, Gobbi became the epitome of the mod- 
ern-day singing actor, known for his Simon Boccanegra, 
Scarpia, Falstaff, lago, Michele, Jack Rance and other 
multifaceted parts. 


Marian Anderson and Rudolf Bing 
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RECORD 7 


SIDE 13 


Verdi 

Macbeth: Act IV 

O figli, 0 figli miei! Ah, la paterna mano 
Carlo Bergonzi, tenor 

Metropolitan Opera Orchestra 

Erich Leinsdorf, conductor 

(Recorded 2/13/59; Matrix: K2-RB-1122) 


Verdi 

Macbeth: Act IV 

Una macchia e qui tuttora (Sleepwalking Scene) 
Leonie Rysanek, soprano 

Gerhard Pechner, bass; Carlotta Ordassy, soprano 
Metropolitan Opera Orchestra 

Erich Leinsdorf, conductor 

(Recorded 2/12 and 3/4/59; Matrix: K2-RB-1124) 


Verdi 

La Traviata: Act III 

Addio del passato 

Anna Moffo, soprano 

Rome Opera House Orchestra 
Fernando Previtali, conductor 
(Recorded 6/23/60; Matrix: L2-RY-2563) 


n his long, distinguished career Carlo 
Bergonzi has garnered the reputation as 
one of the preeminent Verdi tenors of 
the post-war era, known for his impec- 
cable style in terms of phrasing, diction 
and ringing, emotion-laden tone. Since his Met debut 
on November 13, 1956, as Radames (a role he has sung 59 
times), he has become known for Manrico, Don Alvaro, 
Riccardo in Simon Boccanegra, Ernani, the Duke in 
Rigoletto and Alfredo, as well as Macduff, which he first 
sang in the house premiere of Macbeth on February 5, 
1959, with Rysanek and Warren, led by Erich Leinsdorf, 
who had begun his long tenure with the Met in 1938 with 
a performance of Die Walkiire. In 300 appearances at the 
Met Bergonzi added, among other roles, Cavaradossi, 
Rodolfo, Don José, Andrea Chénier, Edgardo, Pinker- 
ton, Canio, Nemorino, Enzo and Pollione. His associa- 
tion with Verdi extends back to his birth in Parma in 1924, 
and he has maintained his roots in Busseto, where he 
ownsa hotel, I Due Foscari. Bergonzi began his career as 
a baritone, bowing at Lecce in 1948 as Figaro in Il Barbiere 
di Siviglia. He stayed in the lower repertory for three 
ears, after which he restudied and reappeared in Bariin 
1951 as Chénier, Soon he was heard in all the leading 
theaters, making his American debut in Chicago in1955. 
The tenor has also made an impressive showing as a 
recitalist in the Italian repertory, again displaying his 
grand taste and style. 

Few singers in the history of the Met have had the 
strong visceral impact that Leonie Rysanek exercised in 
the quarter century-she has spent as one of its most 
illustrious figures. In February 1984 she celebrated this 
landmark as a highlight of the company’s centennial 
season, leaving the public cheering for a full halfhour 
after the last note had sounded. Rysanek arrived at the 


Puccini 

Turandot: Act II 

In questa reggia 

Birgit Nilsson, soprano 

Jussi Bjoerling, tenor 

Rome Opera House Orchestra 

Erich Leinsdorf, conductor 

(Recorded 7/3 and 9/59; Matrix: 2-L2-RB-2312) 


Leoncavallo 

Pagliacci: Act I 

Recitar!; Vesti la giubba 

Jon Vickers, tenor 

Rome Opera House Orchestra 

Tullio Serafin, conductor 

(Recorded 7/31/61; Matrix: 2-M2-RB-1748) 


SIDE 1446. ——————————— 


Barber 

Antony and Cleopatra: Act IIT 

Give me my robe 

Leontyne Price, soprano 

New Philharmonia Orchestra 
Thomas Schippers, conductor 
(Recorded 6/2/68; Matrix: WR-RS-4143/B2) 


Met on February 5, 1959, as Lady Macbeth in the house 
premiere of Verdi’s opera and went on to sing it15 times. 
In 200 performances to date she has added Aida, Elis- 
abetta di Valois, the Ballo Amelia, the Forza Leonora, 
Abigaille in the Met premiere of Nabucco and Des- 
demona to her Verdi roster, but she has been equally 
applauded for her Wagner and Strauss heroines together 
with Beethoven’s Leonore. In 1962 the soprano became 
the Met’s first Ariadne and in1966 its first Empress inDie 
Frau ohne Schatten. Born in Vienna in 1926 to Czech 
parents, she studied with Alfred Jerger and bowed at 
Innsbruck as Agathe in 1949, paving the way for engage- 
ments at Saarbrticken, Munich and Vienna; the latter 
two theaters, along with Hamburg and Berlin, became 
the center of her European activity, to which she added 
La Scala, Paris and others. Rysanek sang Sieglinde dur- 
ing the first post-war Bayreuth Festival (1951), remaining 
a shining ornament there all through the ‘50s and ‘60s, 
returning in the ‘80s for Kundry. With a similar back- 
ground to that of Jeritza, she has proven an equally 
potent dramatic actress, while her voluptuous soprano 
has retained its strength in the upper register, where 
refulgent fortes are contrasted with ethereal 
pianissimos. 

The beauteous Anna Moffo gained experience and 
recognition in Europe before returning home to make 
her mark in American theaters, among them San Fran- 
cisco, Chicago and the Met, where she made her debut 
on November 14, 1959, as Violetta. She would sing the 
lady of the camellias 79 times in a Met career that came to 
include 205 performances of 21 roles, among them the 
four heroines of Les Contes d’Hoffmann, Marguerite, 
Gilda, Adina, Liu, Lucia, Mélisande, Manon Pamina 
Mimi, Juliette and Nedda. Bor 1935 in Wayne n- 


svlvania, Moffo studied with Eugenia Giannini 


Bizet 
Carmen: Act 
La fleur que 
Franco C 


Herbert ve 


(Recorded IL 
Wagner 


Lohengmm 
In fernem I 


Grace 


London 


| 
| 


Shed career Carlo 
Bd the reputation as 
Verdi tenors of 
m for his impec- 
pt phrasing, diction 
ce his Met debut 
mole he has sung 59 
=raco, Don Alvaro, 
gma, the Duke in 
=f which he first 
fete on February 5, 
by Exich Leinsdori, 
pee Met in 1938 with 
appearances at the 
soles, Cavaradossi, 
ex Edeardo, Pinker- 
piisome His associa- 
> im Parma in 1924, 
Busseto, where he 
began his career as 
Figaro in| 1 Barbiere 
sepertory for three 
sppeared in Bari in 
Z m all the leading 
im Chicago in 1955. 
© showing as a 


= Mict have had the 
7 Rysamek exercised in 


=+ 


Puccini 


Turandot: Act Il 

In questa reggia 

Birgit Nilsson, soprano 

Jussi Bjoerling, tenor 

Rome Opera House Orchestra 

Erich Leinsdorf, conductor 

(Recorded 7/3 and 9/59; Matrix: 2-L2-RB-2312) 


Leoncavallo 

Pagliacci: Act I 

Recitar!; Vesti la giubba 

Jon Vickers, tenor 

Rome Opera House Orchestra 

Tullio Serafin, conductor 

(Recorded 7/31/61; Matrix: 2-M2-RB-1748) 


SIDE 14 —————_—_—_————sesesefFS 


Barber 

Antony and Cleopatra: Act Ill 

Give me my robe 

Leontyne Price, soprano 

New Philharmonia Orchestra 
Thomas Schippers, conductor 
(Recorded 6/2/68; Matrix: WR-RS-4143/B2) 


Met on February 5, 1959, as Lady Macbeth in the house 

premiere of Verdi's opera and went on to sing it 15 times. 

In 200 performances to date she has added Aida, Elis- 

abetta di Valois, the Ballo Amelia, the Forza Leonora, 

Abigaille in the Met premiere of Nabucco and Des- 

demona to her Verdi roster, but she has been equally 
applauded for her Wagner and Strauss heroines together 
with Beethoven’s Leonore. In 1962 the soprano became 
the Met's first Ariadne and in 1966 its first Empress inDie 
Frau ohne Schatten. Born in Vienna in 1926 to Czech 
parents, she studied with Alfred Jerger and bowed at 
Innsbruck as Agathe in 1949, paving the way for engage- 
ments at Saarbrticken, Munich and Vienna; the latter 
two theaters, along with Hamburg and Berlin, became 
the center of her European activity, to which she added 
La Scala, Paris and others. Rysanek sang Sieglinde dur- 
ing the first post-war Bayreuth Festival (1951), remaining 
a shining ornament there all through the ‘50s and ‘60s, 
returning in the ‘80s for Kundry. With a similar back- 
ground to that of Jeritza, she has proven an equally 
potent dramatic actress, while her voluptuous soprano 
has retained its strength in the upper register, where 
refulgent fortes are contrasted with ethereal 
pianissimos. 

The beauteous Anna Moffo gained experience and 
recognition in Europe before returning home to make 
her mark in American theaters, among them San Fran- 
cisco, Chicago and the Met, where she made her debut 
on November 14, 1959, as Violetta. She would sing the 
lady of the camellias 79 times ina Met career that came to 
include 205 performances of 21 roles, among them the 
four heroines of Les Contes d'Hoffmann, Marguerite, 
Gilda, Adina, Liu, Lucia, Mélisande, Manon, Pamina, 
Mimi, Juliette and Nedda. Born in 1935 in Wayne, Penn- 


Bizet 

Carmen: Act II 

La fleur que tu m’avais jetée (Flower Song) 
Franco Corelli, tenor 

Vienna Philharmonic Orchestra 

Herbert von Karajan, conductor 

(Recorded 11/63; Matrix: RR-RS-3210/B1) 


Wagner 

Lohengrin: Act Il 

In fernem Land 

Sandor Konya, tenor 

Boston Symphony Orchestra 

Erich Leinsdorf, conductor 

(Recorded 8/28/65; Matrix: SR-RS-5867) 


Verdi 

Aida: Act IV 

Ah! tu dei vivere!; Aida a me togliesti 
Grace Bumbry, mezzo-soprano 

Placido Domingo, tenor 

London Symphony Orchestra 

Erich Leinsdorf, conductor 

(Recorded 7/70; Matrix: ZR-RS-3801/B2) 


gory, one member of the prominent Giannini family of 
musicians. She made her debut at Spoleto in 1955 as 
Norina and went on to sing at La Scala, Vienna, Berlin, 
London and other theaters after she became known on 
the Continent via an Italian television Madama Butterfly. 


Herbert von Karajan—Met: 1967- 


Thomas Schippers—Met: 1955-1976 


She also has appeared in many films, including straight 
dramatic parts as well as operatic roles. Her warm, ap- 
pealing soprano has been heard regularly in concerts, 
recitals and popular music as well. 

When Birgit Nilsson came to the Met on December 18, 
1959, as Isolde, she was a seasoned artist who had con- 
quered most of the world’s major theaters. Born at Ka- 
rup, Sweden, in 1918, she studied in Stockholm and 
made her debut at the Royal Swedish Opera in 1946 as 
Agathe, after which she began building her large reper- 
tory in that theater. Her breakthrough came in1951 when 
she sang Elettra in Idomeneo at the Glyndebourne Fes- 
tival, and from there she went on to Munich, Bayreuth, 
Vienna, London and finally America—San Francisco, 
Chicago and then New York. Although Nilsson reigned 
as the most celebrated Wagnerian of the post-war 
period, the role she sang most often at the Met was 
Turandot—some 53 times beginning on February 24, 
1961, when the company mounted a new production 
with Corelli and Moffo, designed by Cecil Beaton and 
led by Leopold Stokowski, the first since the days of 
Jeritza. Nilsson had created a sensation with the role in 
1958 at La Scala and took it to every leading theater—the 
Turandot of her time. Aside from her now-legendary 
Met performances as the Chinese princess and Isolde, 
her repertory included the three Briinnhildes, Elisabeth, 
Venus, Sieglinde, Salome, Elektra, Aida, Tosca, Amelia 
in Ballo, Leonore in Fidelio, Lady Macbeth and the Dyer’s 
Wife in some 225 performances. Nilsson’s magnificent 
top register and awesome vocal stamina were always 
miracles of clarity, dramatic thrust, steely accuracy and 
theater-filling tone. 

A unique, highly personal timbre and equally indi- 
vidual phrasing and interpretive powers mark every- 
thing to which Jon Vickers applies his tenor. Born in 
Prince Albert, Saskatchewan, in 1926, Vickers made his 
debut with the Canadian Opera at Toronto in 1954 as the 
Duke in Rigoletto and, after nearly abandoning his career 
in frustration, struck fire with his debut at Covent 
Garden in 1957 as Aeneas in a major revival of Berlioz’ 
Les Troyens. While he has sung in all the principal the- 
aters—Bayreuth, Vienna, San Francisco, Chicago 


Berlin, Milan, Paris, etc. —the Royal Opera has remained 
aconstant in his long career, and there he has sung all the 
leading roles in his repertory, including Jason in Medea 
with Callas. Vickers arrived at the Met as Canio on 
January 17, 1960, and since then has sung nearly 250 
performances in 16 roles in the German, French, Italian 
and English repertories, including Fidelio, Die Walkiire, 
Tristan und Isolde, Carmen, Samson et Dalila, Les Troyens 
(the Met premiere in 1973), Otello, La Forza del Destino, 
Peter Grimes, Pique Dame, Jenufa and The Bartered Bride. 
Many of his roles—Peter Grimes, Siegmund, Florestan, 
Otello among them—he literally has made his own 
through the deeply moving quality of his taut acting, his 
heroic, theater-flooding tenor and his immense commit- 
ment onstage that lends his portrayals a ferocious real- 
ism as well as an affecting tragic quality. 

The honor of opening the new Metropolitan Opera 
House at Lincoln Center in September 1966 rightfully fell 
to Leontyne Price, one of the most opulently endowed 
American singers in the company’s history. The role was 
Shakespeare’s Queen of the Nile, Cleopatra, in Antony 
and Cleopatra, which was commissioned for the occasion 
and led by American conductor Thomas Schippers, who 
had come to the Met in 1955 and became one of its 
mainstays until his death in 1977. Price’s association with 
Samuel Barber dates back to 1954 when, during her New 
York recital debut at Town Hall, she premiered his Hermit 
Songs with him at the piano. He conceived Cleopatra 
with her warmly ravishing, poised voice in mind—with 
her ability to spin out radiant high tones, her strong 
spinto soprano capable of soaring lyricism. Price came 
to the Met as Leonora in II Trovatore on January 27, 1961, 
and in nearly 200 performances she has taken on 16 roles, 
among them Aida, Elvira in Ernani, Donna Anna, But- 
terfly, Amelia in Un Ballo, the Forza Leonora, Minnie, 
Tosca, Tatiana, Fiordiligi, Manon Lescaut and, most re- 
cently, the title role in Ariadne auf Naxos. Born in Laurel, 
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Berlin, Milan, Paris, etc. —the Royal Opera has remained 
aconstant in his long career, and there he has sung all the 
leading roles in his repertory, including Jason in Medea 
with Callas. Vickers arrived at the Met as Canio on 
January 17, 1960, and since then has sung nearly 250 
performances in 16 roles in the German, French, Italian 
and English repertories, including Fidelio, Die Walkiire, 
Tristan und Isolde, Carmen, Samson et Dalila, Les Troyens 
(the Met premiere in 1973), Otello, La Forza del Destino, 
Peter Grimes, Pique Dame, Jenufa and The Bartered Bride. 
Many of his roles—Peter Grimes, Siegmund, Florestan, 
Otello among them—he literally has made his own 
through the deeply moving quality of his taut acting, his 
heroic, theater-flooding tenor and his immense commit- 
ment onstage that lends his portrayals a ferocious real- 
ism as well as an affecting tragic quality. 

The honor of opening the new Metropolitan Opera 
House at Lincoln Center in September 1966 rightfully fell 
to Leontyne Price, one of the most opulently endowed 
American singers inthe company’s history. The role was 
Shakespeare’s Queen of the Nile, Cleopatra, in Antony 
and Cleopatra, which was commissioned for the occasion 
and led by American conductor Thomas Schippers, who 
had come to the Met in 1955 and became one of its 
mainstays until his death in 1977. Price’s association with 
Samuel Barber dates back to 1954 when, during her New 
York recital debut at Town Hall, she premiered his Hermit 
Songs with him at the piano. He conceived Cleopatra 
with her warmly ravishing, poised voice in mind—with 
her ability to spin out radiant high tones, her strong 
spinto soprano capable of soaring lyricism. Price came 
to the Met as Leonora in II Trovatore on January 27, 1961, 
and in nearly 200 performances she has taken on 16 roles, 
among them Aida, Elvira in Ernani, Donna Anna, But- 
terfly, Amelia in Un Ballo, the Forza Leonora, Minnie, 
Tosca, Tatiana, Fiordiligi, Manon Lescaut and, most re- 
cently, the title role in Ariadne auf Naxos. Born in Laurel, 


Mississippi, in 1927, Price first studied in Wilberforce, 
Ohio, and then at the Juilliard School, where she sang 
Alice Ford in Falstaff. This led to a revival of Virgil Thom- 
son's Four Saints in Three Acts and then Porgy and Bess in 
the early 1950s. After conquering Europe as Bess, she 
returned home for the American premiere of Dialogues of 
the Carmelites in San Francisco; since then she has sung 
in Vienna, Salzburg, London, Milan, Paris and other 
music capitals. Leontyne Price is an important bridge 
from Marian Anderson to the black singers now making 
their mark at the Met, and she has garnered every honor 
and tribute in her position as America’s prima donna 
assoluta. 

Franco Corelli's thrilling, robust tenor grabbed imme- 
diate hold on the public the moment he made his debut 
in tandem with Price on January 27, 1961, in II Trovatore. 
From that time through the mid-1970s Corelli dominated 
the tenor wing at the Met as he amassed 368 perfor- 
mances in 19 roles, his most celebrated being Calaf, 
Radames, Cavaradossi, Enzo, Ernani, Turiddu, Andrea 
Chénier, Maurizio, Rodolfo and Dick Johnson. In the 
French wing, he sang Don José first on June 11, 1968, 
while the company was on tour, and later he added 
Roméo and Werther in new productions mounted es- 
pecially for him. He was paired with all the prima don- 
nas of the day, singing Turandot and Tosca with Nilsson, 
Tosca with Callas, La Boheme, Adriana Lecouvreur and La 
Gioconda with Tebaldi, Ernani and Aida with Price, La 
Fanciulla del West and Tosca with Kirsten, among others. 
Corelli was born in 1921 in Ancona on the Adriatic and 
made his debut in 1951 at Spoleto as Don José. Soon he 
was singing at La Scala, Rome, London’s Covent Garden 
and the Salzburg Festival, the latter with Herbert von 
Karajan. During the 1950s he emerged as king of La 
Scala, opening Italy’s premier opera house on many 
occasions. Rudolf Bing capitalized on Corelli's popular 
appeal, and the tenor responded with a vocal thrill and 
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grandeur as well as a physical glamour that made hima 
star of the first magnitude. 

The Hungarian tenor Sandor Konya left his mark on 
two roles in particular during his Met career: Lohengrin 
and Walther von Stolzing, both of which he imbued with 
sweetness of tone, handsome phrasing and personal 


magnetism. Konya made his debut as the Swan Knight | 


on October 28, 1961, going on to sing it 31 times. Before 
his departure from the Met in 1974, he had sung nearly 
300 performances in 22 roles, including Erik, Bacchus, 
Parsifal, Max, the Italian Singer, Dick Johnson, 
Radames, Calaf, Pinkerton, Alfredo, Rodolfo, Edgardo, 
Cavaradossi, Riccardo, Turiddu, Don José and Lionel. 
Born in 1923, Konya bowed at Bielefeld as Turiddu in 
1951, moving on to Darmstadt, Stuttgart, Hamburg, 
Berlin and Bayreuth, where he arrived as Lohengrin in 
1958. He also sang at La Scala and with the San Francisco 
Opera. 

Few people who were present can forget Grace Bum- 
bry’s electric entry into the Met as the Princess Eboli on 
October 7, 1965. With typical confidence and aplomb, 
she strode out and delivered a thrilling Veil Song in Act I 
and a fully vibrant characterization through ’O don fa- 
tale.” Sixteen months later she assumed her first Am- 
neris in the house (February 6, 1967), and she went on to 
do 22 performances of the Egyptian princess. In the 
succeeding years, Bumbry has sung well over 150 perfor- 
mances in 13 roles, with Gershwin’s Bess due during 
1984-85. Born in St. Louis in 1937, she studied with Lotte 
Lehmann at Northwestern University and Santa Bar- 
bara’s Music Academy of the West, making her debut at 
the Paris Opéra as Amneris in 1960. She then became 
contracted to the theater at Basel and created a sensation 
as the “black Venus” at Bayreuth in 1961. Having begun 
as a mezzo at the Met—in such roles as Azucena, Car- 
men, Orfeo and Dalila—she has recently developed her 
strong upper register and ventured into the soprano 
realms of Tosca, Lady Macbeth, Santuzza, Salome, La 
Gioconda, and Leonora in La Forza del Destino. To all her 
roles and concerts she brings a magnetic personality and 
striking vocalism. 
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RECORD 8 


SIDE 15 


Bizet 

Carmen: Act Ill 

Je dis que rien ne m’épouvante 
(Micaela’s Air) 

Mirella Freni, soprano 

Vienna Philharmonic Orchestra 
Herbert von Karajan, conductor 
(Recorded 11/63; Matrix: RR-RS-3211) 


Verdi 

Otello: Act IV 

Mia madre aveva una povera ancella 
(Willow Song) 

Renata Scotto, soprano 

National Philharmonic Orchestra 
James Levine, conductor 

(Recorded 8/78; Matrix: CRL3-2951F) 


Levy 

Mourning Becomes Electra: Act II 
Too weak to kill 

Sherrill Milnes, baritone 

New Philharmonia Orchestra 
Anton Guadagno, conductor 
(Recorded 6/12/68; Matrix: WR-RS-4169) 


Puccini 

La Bohéme: Act I 

Mi chiamano Mimi 

Montserrat Caballé, soprano 

London Philharmonic Orchestra 

Georg Solti, conductor 

(Recorded 7/31-8/3/73; Matrix: ARL2-0371A) 


or some 20 years, Mirella Freni has been 

associated with conductor Herbert von 

Karajan, beginning in 1963 with their 

historic collaboration in the Zeffirelli 

production of La Boheme at La Scala, 
which was then produced in Vienna and on film. At 
Salzburg she has often sung with him, including such 
recent forays into heavier repertory as Desdemona, 
Elisabetta di Valois and Aida. It was as Mimi that Freni 
came to the Met on September 29, 1965, the last season in 
the old house. In quick succession she sang Adina, Liu, 
Marguerite, Juliette (a new production of Roméo et Juliette 
with Corelli on September 19, 1967), Susanna and 
Micaela, first heard on April 20, 1968, and then on five 
other occasions. More recently she has been heard infre- 
quently at the Met, returning in 1983 for Elisabetta. Freni 
was born at Modena in 1935, and made her debut in that 
city in 1955 as Micaela. Taking time to have a child, she 
resumed her career in 1957, and in 1958 won first prize in 
the Concorso Viotti at Vercelli, which brought her to the 
attention of the major opera houses. The soprano was 
then heard at the Holland Festival, Glyndebourne, Cov- 
ent Garden, La Scala, Vienna, Chicago, Paris and other 
leading centers. Over the years she has maintained the 
basic lyric quality of her expressive soprano while her 
voice has darkened and broadened without losing its 
basic charm and musicality. Freni’s enormous personal 
appeal makes her irresistible onstage. 


Verdi 

Rigoletto: Act Ill 

La donna é mobile 

Alfredo Kraus, tenor 

RCA Italiana Opera Orchestra 
Georg Solti, conductor 

(Recorded 6/25/63; Matrix: PR-C6-4707) 


Verdi 

Il Trovatore: Act II 

Stride la vampa 

Fiorenza Cossotto, mezzo-soprano 
New Philharmonia Orchestra 
Zubin Mehta, conductor 
(Recorded 8/69; Matrix: XR-RS-5740) 


SIDE 16 


Donizetti 

La Favorita: Act III 

Fia dunque vero; O mio Fernando 
Shirley Verrett, mezzo-soprano 

RCA Italiana Opera Orchestra 

Georges Prétre, conductor 

(Recorded 7/4/67; Matrix: UR-RS-1752-2/B3) 


Ciléa 

Adriana Lecouvreur: Act II 

L’anima ho stanca 

Placido Domingo, tenor 

New Philharmonia Orchestra 

Nello Santi, conductor 

(Recorded 6/21/72; Matrix: ARL1-0048A) 


Renata Scotto played from strength when she bowed 
at the Met on October 13, 1965, as Cio-Cio-San, for she 
was already one of the world’s most celebrated interpre- 
ters on the Japanese child bride. Her first years in the 
house included Lucia, Adina, Violetta, Gilda, Amina 
and Mimi, to all of which she brought her exceptional 
artistry and bel canto training. On October 26, 1974, she 
returned after a season’s absence as Elena in I Vespri 
Siciliani, creating a sensation, and from that point on 
won the respect and affection of James Levine, whose 
own career as a powerful force at the Met was on the 
ascent. Scotto, in essence, became prima donna of the 
Met, taking on the three heroines of I] Trittico, Leonora in 
Il Trovatore, Musetta, Adriana Lecouvreur, Desdemona 
Luisa Miller, La Gioconda, Norma and, all in new pro- 
ductions, Berthe in Le Prophéte (1977), Elisabetta di Valois 
(1979), Manon Lescaut (1980), Lady Macbeth (1982) and 
Francesca da Rimini (1984). To date she has some 200 
performances in these wide-ranging repertoires. Scotto 
was born in Savona in 1933, and bowed at Milan's Teatro 
Lirico as Violetta at 18, after which she played Walter in 
La Wally for her La Scala debut on opening night 1934. 
Her big breakthrough came in 1957 when she replaced 
Callas in a performance of La Sonnambula at the Edin- 
burgh Festival, and since then she has sung all over the 
world. Scotto’s inborn dramatic sense, her superb atten- 
tion to inflecting words and her vivid vocal colors giveall 
her work special distinction ; 
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Verdi 

Rigoletto: Act III 

La donna é mobile 

Alfredo Kraus, tenor 

RCA Italiana Opera Orchestra 
Georg Solti, conductor 

(Recorded 6/25/63; Matrix: PR-C6-4707) 


Verdi 

Il Trovatore: Act II 

Stride la vampa 

Fiorenza Cossotto, mezzo-soprano 
New Philharmonia Orchestra 
Zubin Mehta, conductor 
(Recorded 8/69; Matrix: XR-RS-5740) 
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Donizetti 

La Favorita: Act III 

Fia dunque vero; O mio Fernando 
Shirley Verrett, mezzo-soprano 

RCA Italiana Opera Orchestra 

Georges Prétre, conductor 

(Recorded 7/4/67; Matrix: UR-RS-1752-2/B3) 


Ciléa 

Adriana Lecouvreur: Act II 

L’anima ho stanca 

Placido Domingo, tenor 

New Philharmonia Orchestra 

Nello Santi, conductor 

(Recorded 6/21/72; Matrix: ARL1-0048A) 


Renata Scotto played from strength when she bowed 
at the Met on October 13, 1965, as Cio-Cio-San, for she 
was already one of the world’s most celebrated interpre- 
ters on the Japanese child bride. Her first years in the 
house included Lucia, Adina, Violetta, Gilda, Amina 
and Mimi, to all of which she brought her exceptional 
artistry and bel canto training. On October 26, 1974, she 
returned after a season’s absence as Elena in I Vespri 
Siciliani, creating a sensation, and from that point on 
won the respect and affection of James Levine, whose 
own career as a powerful force at the Met was on the 
ascent. Scotto, in essence, became prima donna of the 
Met, taking on the three heroines of I] Trittico, Leonora in 
Il Trovatore, Musetta, Adriana Lecouvreur, Desdemona, 
Luisa Miller, La Gioconda, Norma and, all in new pro- 
ductions, Berthe in Le Prophéte (1977), Elisabetta di Valois 
(1979), Manon Lescaut (1980), Lady Macbeth (1982) and 
Francesca da Rimini (1984). To date she has some 200 
performances in these wide-ranging repertoires. Scotto 
was born in Savona in 1933, and bowed at Milan’s Teatro 
Lirico as Violetta at 18, after which she played Walter in 
La Wally for her La Scala debut on opening night 1954. 
Her big breakthrough came in 1957 when she replaced 
Callas in a performance of La Sonnambula at the Edin- 
burgh Festival, and since then she has sung all over the 
world. Scotto’s inborn dramatic sense, her superb atten- 
tion to inflecting words and her vivid vocal colors give all 
her work special distinction. 


Mozart 

Die Zauberflote: Act II 

O Isis und Osiris 

Martti Talvela, bass 

Vienna Philharmonic Orchestra 
James Levine, conductor 

(Recorded 9/80; Matrix: CTC4-4124E) 


Rossini 

L'Ttaliana in Algeri: Act I 

Cruda sorta, amor tiranno 
Marilyn Horne, mezzo-soprano 

I Solisti Veneti 

Claudio Scimone, conductor 
(Recorded 6/80; Matrix: ARL3-3855B) 


Mozart 

Cosi Fan Tutte: Act I 

Come scoglio immoto resta 

Kiri Te Kanawa, soprano 

Strasbourg Philharmonic Orchestra 
Alain Lombard, conductor 

(Recorded 5/77; Matrix: FRL3-2629B) 


Verdi 

Otello: Act IV 

Ave Maria 

Katia Ricciarelli, soprano 
Philharmonic Orchestra of Rome 
Gianandrea Gavazzeni, conductor 
(Recorded 2/72; Matrix: BR-RS-4068/B4) 
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L’Italiana in Algeri, 1973, 
with Marilyn Horne and Theodor Uppman 


The American baritone Sherrill Milnes has devoted a 
significant portion of his time to the Met since his debut 
in the old house on December 22, 1965, as Valentin. Since 
that time he has sung some 35 roles in nearly 400 perfor- 
mances, his special strength lying in the Verdi repertory, 
like that of his predecessor and model Leonard Warren. 
Milnes has been heard as Amonasro, Renato, Germont, 
Don Carlo, Miller, Paolo in Simon Boccanegra, Di Luna, 
Don Carlo in Ernani, lago, Rodrigo in Don Carlo, 
Rigoletto, Macbeth, Monforte and, in 1984-85, Simon 
Boccanegra. This is complemented by Barnaba, Figaro, 
Tonio, Don Giovanni, Riccardo in I Puritani, Scarpia, 
Onegin, Athanael, Alfonso in La Favorita and other 
parts, including Adam Brant in the world premiere of 
Mourning Becomes Electra on March 17, 1967, the first sea- 
son in the new house; he went on to sing 10 more 
performances of the opera based on the O’Neill play. 
Born in Downers Grove, Illinois, in1935, Milnes studied 
at Drake University and then privately, making his debut 
as Masetto with Boris Goldovsky’s touring company in 
1960, going on to roles with the New York City Opera. 
Since then he has been a regular at Covent Garden, 
Vienna, Salzburg, Chicago, San Francisco, Munich and 
other European theaters, as well as across America, dis- 
playing his broad, expansive baritone, handsome pres- 
ence and musical manner. 

The Spanish soprano Montserrat Caballé made her 
debut as Marguerite in Faust on the same night Milnes 
came to the Met. Rudolf Bing wanted her to sing in the 
old house in the wake of her spectacular entry into New 
York with a concert version of Donizetti’s Lucrezia Borgia 
earlier that year. While she has since sung irregularly at 
the Met, she has been heard in nearly 100 performances 


of 15 roles, highlighted by Elena in the Met's first staging 
of I Vespri Siciliani on January 31, 1974. Her other parts 
have been the Trovatore Leonora, Desdemona, Violetta, 
Luisa Miller (new production, 1968), Liu, Amelia in Un 
Ballo, Elisabetta di Valois, Norma, Mimi—her first was 
on February 16, 1974—Aida, Ariadne, Adriana 
Lecouvreur and Tosca. Born in Barcelona in 1933, 
Caballé studied there and made her debut at Basel in 1956 
as the First Lady in Die Zauberflite, remaining in that 
theater until 1959, after which she spent three seasons in 
Bremen, singing a wide repertory of Verdi, Strauss, Pro- 
kofiev, Tchaikovsky and Wagner. She then began to be 
heard in the great opera centers, including Barcelona 
where she sings annually, making her mark in Verdi and 
in such bel canto works as Semiramide, Donizetti’s Maria 
Stuarda, Roberto Devereux, Caterina Cornaro and Parisina 
and Bellini’s I] Pirata and La Straniera. More recently she 
has ventured into heavier parts such as Sieglinde. 
Caballé has made a deep international impression with 
her extraordinary breath control, the limpid quality of 
her voice, her exquisite technique and her ravishing 
pianissimi. 

Only in the past few years has Alfredo Kraus been 
heard with any regularity at the Met, even though he 
made his debut on February 16, 1966, as the Duke in 
Rigoletto and in five seasons sang Don Ottavio, Edgardo, 
Nemorino, Ernesto, Alfredo and Faust. His later perfor- 
mances have included some of this repertory as well as 
Werther, Tonio in La Fille du Régiment and Hoffmann. 
Among the most intelligent and sensitive singers of this 
or any other time, Kraus has specialized in the light bel 
canto roles, which he has taken to all the great theaters of 
the world. He was born in the Canary Islands in 1927, toa 
family of Austrian-Spanish descent. After studying in 
Spain and then in Milan with Mercedes Llopert, he 
made his debut in Madrid in 1954 in a zarzuela, appear- 
ing in opera in Cairo in 1956 as the Duke. Since 1959 
Kraus has been a regular at Covent Garden, La Scala and, 
for the past two decades, at Lyric Opera of Chicago, 
where his repertory has offered Fernando in La Favorita, 
Arturo in I Puritani and Des Grieux in Manon. Kraus is 
felt to be the successor to Schipa in terms of his expert 
use of a light, gracious, flexible tenor and in the aristo- 
cratic elegance with which he applies it—and in the fact 
that he has wisely stuck to the repertory that best suits 
his instrument. 

The grand tradition of the galvanic Italian mezzo- 
soprano, from Castagna to Elmo to Stignani to Barbieri 
to Simionato, remains alive and well with Fiorenza Cos- 
sotto, who arrived at the Met as Amneris on February 6, 
1968, and has sung nearly 100 performances in 9 roles, 
among them Laura, Eboli, Santuzza, Adalgisa, 
Azucena, Dalila and the Principessa di Bouillon. Al- 
though she began with the lighter Rossini-Mozart reper 
tory, Cossotto soon became associated with all the major 
roles of the Italian repertory. Born at Crescentino in 1935, 
she studied in Turin and made her debut at La Scala in 
1957 as Sister Matilde in the world premiere of Dialogues 
of the Carmelites. She has since sung there regularly, her 
breakthrough coming in 1961 as Leonora in La Favorita. 
Few theaters have not experienced the impact of Cos- 
sotto’s cannonlike voice and her vivid, passionate ex- 
pression. She first aired Azucena at the Met on March2 
1973, and has repeated it more than a dozen times, al- 
ways admired for the fervor of her singing, the warmth 
and power of her mezzo and the hypnotic excitement of 
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of 15 roles, highlighted by Elena in the Met’s first staging 
of I Vespri Siciliani on January 31, 1974. Her other parts 
have been the Trovatore Leonora, Desdemona, Violetta, 
Luisa Miller (new production, 1968), Lit, Amelia in Un 
Ballo, Elisabetta di Valois, Norma, Mimi—her first was 
on February 16, 1974—Aida, Ariadne, Adriana 
Lecouvreur and Tosca. Born in Barcelona in 1933, 
Caballé studied there and made her debut at Basel in 1956 
as the First Lady in Die Zauberflote, remaining in that 
theater until 1959, after which she spent three seasons in 
Bremen, singing a wide repertory of Verdi, Strauss, Pro- 
kofiev, Tchaikovsky and Wagner. She then began to be 
heard in the great opera centers, including Barcelona 
where she sings annually, making her mark in Verdi and 
in such bel canto works as Semiramide, Donizetti’s Maria 
Stuarda, Roberto Devereux, Caterina Cornaro and Parisina 
and Bellini’s I Pirata and La Straniera. More recently she 
has ventured into heavier parts such as Sieglinde. 
Caballé has made a deep international impression with 
her extraordinary breath control, the limpid quality of 
her voice, her exquisite technique and her ravishing 
pianissimi. 

Only in the past few years has Alfredo Kraus been 
heard with any regularity at the Met, even though he 
made his debut on February 16, 1966, as the Duke in 
Rigoletto and in five seasons sang, Don Ottavio, Edgardo, 
Nemorino, Ernesto, Alfredo and Faust. His later perfor- 
mances have included some of this repertory as well as 
Werther, Tonio in La Fille du Régiment and Hoffmann. 
Among the most intelligent and sensitive singers of this 
or any other time, Kraus has specialized in the light bel 
canto roles, which he has taken to all the great theaters of 
the world. He was born in the Canary Islands in1927, toa 
family of Austrian-Spanish descent. After studying in 
Spain and then in Milan with Mercedes Llopert, he 
made his debut in Madrid in 1954 ina zarzuela, appear- 
ing in opera in Cairo in 1956 as the Duke. Since 1959 
Kraus has beena regular at Covent Garden, La Scala and, 
for the past two decades, at Lyric Opera of Chicago, 
where his repertory has offered Fernando in La Favorita, 
Arturo in I Puritani and Des Grieux in Manon. Kraus is 
felt to be the successor to Schipa in terms of his expert 
use of a light, gracious, flexible tenor and in the aristo- 
cratic elegance with which he applies it—and in the fact 
that he has wisely stuck to the repertory that best suits 
his instrument. 

The grand tradition of the galvanic Italian mezzo- 
soprano, from Castagna to Elmo to Stignani to Barbieri 
to Simionato, remains alive and well with Fiorenza Cos- 
sotto, who arrived at the Metas Amneris on February 6, 
1968, and has sung nearly 100 performances in 9 roles, 
among them Laura, Eboli, Santuzza, Adalgisa, 
Azucena, Dalila and the Principessa di Bouillon. Al- 
though she began with the lighter Rossini-Mozartreper- 
tory, Cossotto soon became associated with all the major 
roles of the Italian repertory. Born at Crescentino in 1935, 
she studied in Turin and made her debut at La Scala in 
1957 as Sister Matilde in the world premiere of Dialogues 
of the Carmelites. She has since sung there regularly, her 
breakthrough coming in 1961 as Leonora in La Favorita. 
Few theaters have not experienced the impact of Cos- 
sotto’s cannonlike voice and her vivid, passionate ex- 
pression. She first aired Azucena at the Met on March 2, 
1973, and has repeated it more than a dozen times, al- 
ways admired for the fervor of her singing, the warmth 
and power of her mezzo and the hypnotic excitement of 
her portrayal. 

Like her inspiration, Marian Anderson, Shirley Ver- 
rett began her singing life in concerts and recitals, slowly 
tions to opera after playing Carmen at 
val in1963. Born in New Orleansin 1931, 
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she grew up in California, where she studied with Anna 
Fitziu, who had sung Rosario in the world premiere of 
Goyescas at the Met. Early in her career, after studying at 
Juilliard, Verrett sang Weill’s Lost in the Stars at the New 
York City Center and in 1964 brought her Carmen to the 
New York City Opera. Bizet’s heroine served to intro- 
duce her to the Bolshoi Theater and then to the Metro- 
politan on September 21, 1968, with Vickers and Freni. In 
a Met career that to date numbers well over 100 perform- 
ances in14 roles, Verrett has encompassed the traditional 
mezzo parts—Eboli, Amneris, Azucena, Adalgisa, 
Leonora in La Favorita, Dalila—as well as such soprano 
entries as Norma, Mme. Lidoine in Dialogues of the Car- 
melites (house premiere, 1977) and Tosca, together with, 
also in house premieres, both Cassandra and Didon in 
Les Troyens (1973), Judith in Bluebeard’s Castle (1974) and 
Neocle inL’Assedio di Corinto (1975). She remains the only 
singer in Met history to have, sung both Norma and 
Adalgisa. Verrett’s theatrical powers, combined with a 
glowing, expressive voice, make her characterizations 
something special not only at the Met but at Covent 
Garden, La Scala, the Paris Opéra and other European 
houses. 

Few singers in recent decades have had the diverse, 
intense career that Placido Domingo has, for not only has 
he encompassed a vast span of repertory but he has 
conducted as well. Born to a family of zarzuela singers in 
Madrid in 1941, he made his debut at an early age as a 
baritone in Spanish operetta. After singing in Mexico, 
where his parents had settled, he took on his first tenor 
role in 1960—Alfredo—and then gained experience as 
first tenor of the Israel National Opera, 1962-65. In 1966 
he created the title role in the United States premiere of 
Ginastera’s Don Rodrigo at the New York City Opera, and 
that same year he sang concert performances of Ca- 
valleria Rusticana and Pagliacci with the Met at Lewisohn 
Stadium. Then on September 28, 1968, he made his 
house debut as Maurizio in Adriana Lecouvreur, replacing 
Corelli on a few hours’ notice just days before his of- 
ficially scheduled debut. To date at the Met he has sung 
some 200 performances with such recent additions as 
Aeneas in Les Troyens to open the 1983-84 centennial 


a 
¥ 4 


ae 


ti a Oe 
= 


a 


Zubin Mehta—Met: 1965- 


" 


— 


season and Lohengrin to open the following season. His 
repertory has included Cavaradossi, Manrico, Riccardo, 
Andrea Chénier, Alfredo, Radames, Don José, Don 
Carlo, Faust, Rodolfo, Don Alvaro, Rodolfo in Luisa Mil- 
ler, Hoffmann, Arrigo, Roméo, the Duke, Werther, 
Otello and Puccini’s Des Grieux. Domingo has sung in 
all the world’s major theaters and has made films of La 
Traviata and Carmen. His innate musicianship, sophisti- 
cated acting skills and dark-hued tenor, used with intel- 
ligence and skill, have made him irreplaceable today. 
The towering Finnish bass Martti Talvela has dis- 
played several of his specialties at the Met since arriving 
on October 7, 1968, as the Grand Inquisitor in Don Carlo, 
including Fasolt in the new, Karajan-staged Das 
Rheingold that season, Hunding, Boris Godunov in a 
new staging by August Everding (1974), Padre Guar- 
diano, Prince Gremin, Kecal in a new production of The 
Bartered Bride (1978), Gurnemanz and, most recently, 
Sarastro. Born in 1935, Talvela first became an elemen- 
tary school teacher and then studied voice in Lahti and 
Stockholm, making his debut in 1960 with the National 
Opera in Helsinki as Sparafucile. After a short time with 
the Royal Opera in Stockholm, he became a regular 
member of the Deutsche Oper Berlin and began appear- 
ing at the Bayreuth and Salzburg festivals—the latter 
where he’s sung Sarastro under James Levine, who 
bowed at the Met on June 5, 1971, and has since become 
its music director and principal conductor and in 1985 its 
artistic director. Since 1973 Talvela has turned his atten- 
tions homeward, becoming artistic director of the Sa- 
vonlinna Festival, although he continues to appear in 
the leading theaters, impressing with his powerful, 
dark, rough-hewn bass and concentrated acting powers. 
After an early career as a lirico-spinto soprano, Mar- 


ilyn Horne found her true niche in the mezzo-soprano 
bel canto roles of Rossini and Bellini, as well as the 
baroque of Handel and Vivaldi. Born in Bradford, Penn- 
sylvania, in 1934, she moved at a young age to California 
and studied at the University of Southern California, 
making her debut in the area in The Bartered Bride. In 1954 
she dubbed Dorothy Dandridge’s voice for the movie 
Carmen Jones and in1957 made her European opera debut 
at Gelsenkirchen, remaining there until 1960. That year 
she came home to sing Wozzeck with the San Francisco 
Opera and then in 1962 was paired with Joan Sutherland 
for a concert performance of Bellini’s Beatrice di Tenda in 
New York, after which it became evident where her true 
talents lay. Since that time she has soared as the leading 
mezzo-coloratura of the day, a real throwback to the 
technically brilliant voices of Rossini’s own time, able to 
handle roulades, scales, staccati, trills, wide range and 
the full battery of bel canto effects, together with magnif 
icent breath control and expert phrasing. Horne finally 
came to the Met on March 3, 1970, as Adalgisa in a new 
production of Norma with Sutherland and went on from 
there to Rosina, Orfeo and, all in new productions, Car 
men (1972), Isabella in L’Italiana in Algeri (November 10, 
1973), Amneris (1976), Fides in Le Prophete (1977), Princess 
Eboli (1979) and the title role in Rinaldo (1984). Elsewhere 
her Arsace in Semiramide, Angelina in Cenerentola, Neo- 
cle in L’Assedio di Corinto and Tancredi have won her a 
fabled reputation. 

One of the newest celebrity singers on the interna- 
tional scene has been New Zealand-born (1944) Kiri Te 
Kanawa, who came to the Met on February 9, 1974, as 
Desdemona, ona nationwide Saturday afternoon broad- 
cast, replacing Teresa Stratas at the last moment. Since 
that time she has exhibited her remarkable Mozart hero- 
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ilyn Horne found her true niche in the mezzo-soprano 
bel canto roles of Rossini and Bellini, as well as the 
baroque of Handel and Vivaldi. Born in Bradford, Penn- 
sylvania, in 1934, she moved ata young age to California 
and studied at the University of Southern California, 
making her debut in the area in The Bartered Bride. In 1954 
she dubbed Dorothy Dandridge’s voice for the movie 
Carmen Jones and in1957 made her European opera debut 
at Gelsenkirchen, remaining there until 1960. That year 
she came home to sing Wozzeck with the San Francisco 
Opera and then in 1962 was paired with Joan Sutherland 
for a concert performance of Bellini’s Beatrice di Tenda in 
New York, after which it became evident where her true 
talents lay. Since that time she has soared as the leading 
mezzo-coloratura of the day, a real throwback to the 
technically brilliant voices of Rossini’s own time, able to 
handle roulades, scales, staccati, trills, wide range and 
the full battery of bel canto effects, together with magnif- 
icent breath control and expert phrasing. Horne finally 
came to the Met on March 3, 1970, as Adalgisa in a new 
production of Norma with Sutherland and went on from 
there to Rosina, Orfeo and, all in new productions, Car- 
men (1972), Isabella in L’Italiana in Algeri (November 10, 
1973), Amneris (1976), Fidés in Le Prophéte (1977), Princess 
Eboli (1979) and the title role in Rinaldo (1984). Elsewhere 
her Arsace in Semiramide, Angelina in Cenerentola, Neo- 
cle in L’Assedio di Corinto and Tancredi have won her a 
fabled reputation. 

One of the newest celebrity singers on the interna- 
tional scene has been New Zealand-born (1944) Kiri Te 
Kanawa, who came to the Met on February 9, 1974, as 
Desdemona, ona nationwide Saturday afternoon broad- 
cast, replacing Teresa Stratas at the last moment. Since 
that time she has exhibited her remarkable Mozart hero- 


ines—Donna Elvira, the Countess and Fiordiligi—to- 
gether with the Marschallin and Arabella, as well as 
Violetta. Te Kanawa emigrated to London, studying at 
the Opera Centre and with Vera Rozsa. She made her 
debut at the 1969 Camden Festival and then at Covent 
Garden, where she graduated into most of her leading 
roles, including Amelia in Simon Boccanegra, Marguerite, 
Micaela, Mimi and Manon Lescaut. She has also won 
audiences in Paris, Vienna, Verona, San Francisco, 
Brussels, Sydney and other opera centers. Not only does 
Te Kanawa bring a ravishing physical beauty to all her 
portrayals but a voice of creamy quality, agility and style, 
particularly in the Mozart-Strauss repertories. 

Katia Ricciarelli burst on the opera scene in the early 
1970s after winning top prizes at the Parma Competition 
for Young Singers and the Italian Radio’s Voci Verdiane 
competition, which led to engagement all through her 
native Italy, including Venice, Rome and Milan, most 
frequently in the Verdi repertory, ranging from the early 
Giovanna d’Arco to Desdemona. Internationally, she 
then began to be heard in London, Chicago, Vienna, 
Munich, Paris, San Francisco and elsewhere, arriving at 
the Met on April 11, 1975, as Mimi. To date she has been 
heard there as Micaela, Luisa Miller, Amelia in Un Ballo 
(new production, 1980), and Desdemona, which she 
sang for the first time on January 30, 1978. Throughout 
the world she has continued to build a large repertory of 
Donizetti, Bellini, Verdi, Puccini, Mozart and others, 
while pursuing increasingly dramatic roles. Born in 
Rovigo in 1946, Ricciarelli studied in Venice with former 
soprano Iris Adami-Corradetti, who developed her lyric 
soprano with its clear, warm mid-range. Ricciarelli’s 
blonde beauty and appealing stage manner go hand in 
hand with her sympathetically colored voice. 


Mr. Jacobson is Editor-in-Chief of Opera News and Ballet News and is a contributing editor of Ovation; 


he is also heard frequently on the Saturday afternoon Metropolitan Opera broadcasts. 
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APPENDIX I 


Title 


The Abduction from the Seraglio 
Adriana Lecouvreur 

Die Aegyptische Helena 
L’ Africana 

Aida 

Alceste 

L’Amico Fritz 

L’Amore dei Tre Re 
L’Amore Medico 
Andrea Chénier 

Anima Allegra 

Antony and Cleopatra 
Arabella 

Ariadne auf Naxos 
Ariane et Barbe-Bleu 
Armide 

L’ Assedio di Corinto 


Un Ballo in Maschera 
Der Barbier von Bagdad 
Il Barbiere di Siviglia 
The Bartered Bride 
Bluebeard’s Castle 
Boccaccio 

La Bohéme 

Boris Godunov 


La Campana Sommersa 
The Canterbury Pilgrims 
Caponsacchi 

Carmen 

Cavalleria Rusticana 

La Cena delle Beffe 

Le Cid 

Cleopatra’s Night 

I Compagnacci 

Les Contes d’Hoffmann 
Le Cog d’Or 

Cosi Fan Tutte 

Crispino e la Comare 
Cyrano (de Bergerac) 


La Dame Blanche 

La Damnation de Faust 
Dialogues of the Carmelites 
Dinorah 

Don Carlo 

Don Giovanni 

Don Pasquale 

Don Quichotte 

Donna Juanita 

Le Donne Curiose 


Elaine 

Elektra 

L’Elisir d’Amore 
The Emperor Jones 
Ernani 

Ero e Leandro 
Eugene Onegin 
Euryanthe 


The Fair at Sorochintsy 
Falstaff 

La Fanciulla del West 
Faust 

La Favorita 

Fedora 

Fidelio 

La Fille du Régiment 
Die Fledermaus 


Composer 


Wolfgang Amadeus Mozart 
Francesco Ciléa 

Richard Strauss 

Giacomo Meyerbeer 
Giuseppe Verdi 

Christoph Willibald von Gluck 
Pietro Mascagni 

Italo Montemezzi 

Ermanno Wolf-Ferrari 
Umberto Giordano 

Franco Vittadini 

Samuel Barber 

Richard Strauss 

Richard Strauss 

Paul Dukas 

Christoph Willibald von Gluck 
Gioacchino Rossini 


Giuseppe Verdi 
Peter Cornelius 
Gioacchino Rossini 
Bedrich Smetana 
Béla Bartok 

Franz von Suppé 
Giacomo Puccini 
Modest Mussorgsky 


Ottorino Respighi 
Reginald De Koven 
Richard Hageman 
Georges Bizet 

Pietro Mascagni 

Umberto Giordano 

Jules Massenet 

Henry Hadley 

Primo Riccitelli 

Jacques Offenbach 
Nikolai Rimsky-Korsakov 
Wolfgang Amadeus Mozart 
Luigi and Federico Ricci 
Walter Damrosch 


Francois Boieldieu 

Hector Berlioz 

Francis Poulenc 

Giacomo Meyerbeer 
Giuseppe Verdi 

Wolfgang Amadeus Mozart 
Gaetano Donizetti 

Jules Massenet 

Franz von Suppé 

Ermanno Wolf-Ferrari 


Herman Bemberg 
Richard Strauss 
Gaetano Donizetti 
Louis Gruenberg 
Giuseppe Verdi 

Luigi Mancinelli 

Peter Ilich Tchaikovsky 
Carl Maria von Weber 


Modest Mussorgsky 
Giuseppe Verdi 
Giacomo Puccini 
Charles Gounod 
Gaetano Donizetti 
Umberto Giordano 
Ludwig van Beethoven 
Gaetano Donizetti 
Johann Strauss, Jr. 


First Met Performance 


11/29/46 
11/18/07 
11/6/28 
12/7/88 
11/12/86 
1/24/41 
11/15/23 
1/2/14 
3/25/14 
3/7/21 
2/14/23 
9/16/66 
2/10/55 
12/19/62 
3/29/11 
11/14/10 
4/7/75 


12/11/89 
1/3/90 
11/23/83 
2/19/09 
6/10/74 
1/2/31 
12/26/00 
3/19/13 


11/24/28 
3/8/17 
2/4/37 
1/9/84. 
12/30/91 
1/2/26 
2/12/97 
1/20/21 

1/2/24 
1/11/13 

3/6/18 
3/24/22 
1/18/19 
2/27/13 


2/13/04 
12/7/06 
2/5/77 
1/29/92 
12/23/20 
11/28/83 
1/8/00 
4/3/26 
1/2/32 
1/3/12 


12/17/94 
12/3/32 
1/23/04 

1/7/33 
1/28/03 
3/10/99 
3/24/20 

12/23/87 


11/29/30 

2/4/95 
12/10/10 
10/22/83 
11/29/95 


Title 

Der Fliegende Hollander 
La Forza del Destino 

Fra Gherardo 

Francesca da Rimini 

Die Frau ohne Schatten 
Der Freischtitz 


Germania 

Gianni Schicchi 

La Gioconda 

I Gioielli della Madonna 
Giovanni Gallurese 
Gétterdammerung 
Goyescas 

The Gypsy Baron 


Hamlet 

Hansel and Gretel 
L’Heure Espagnole 
Les Huguenots 


Idomeneo 

In the Pasha’s Garden 
Iris 

L'Italiana in Algeri 


Jenufa 

Jonny Spielt Auf 
La Juive 

Julien 


Khovanshchina 
The King’s Henchman 
Konigskinder 


Lakmé 

The Last Savage 

The Legend 

Linda di Chamounix 
Lobetanz 

Lodoletta 

Lohengrin 

Loreley 

Louise 

Lucia di Lammermoor 
Lucrezia Borgia 
Luisa Miller 


Macbeth 

Madama Butterfly 

Madame Sans-Géne 
Madeleine 

Madonna Imperia 

The Man Without a Country 
Manon 

Manon Lescaut 

Manru 

Marouf 

Martha 

Mefistofele 

Die Meistersinger von Number 
Merry Mount 

Messaline 

Mignon 

Mona 

Mourning Becomes Electra 


Nabucco 

La Navarraise 
Norma 

La Notte di Zoraima 
Le Nozze di Figaro 


pose! First Met Performance 


jolfgang Amadeus Mozart 
famcesco Ciléa 
Racherd Strauss 
iacomo Meyerbeer 
@useppe Verdi 
Christoph Willibald von Gluck 
eto Mascagni 
lo Montemezzi 
Ssmmanno Wolf-Ferrari 
Jmberto Giordano 
co Vittadini 
 ~aT use Barber 
tichard Strauss 
Richard Strauss 
Christoph Willibald von Gluck 
toecchino Rossini 
z BSeppec Verdi 
Str Cornelius 
igecchino Rossini 
edrich Smetana 
Siz Bariok 
fanz von Suppé 
iacomo Puccini 
odest Mussorgsky 


Dtorino Respighi 
(Reemald De Koven 
achard Hageman 


Jeogues Offenbach 

‘Nikolai Rimsky-Korsakov 
Wolfgang Amadeus Mozart 
. aii and Federico Ricci 
Welker Damrosch 

Frencois Boieldieu 

Hector Berlioz 

Francis Poulenc 
"Giacomo Meyerbeer 
(Gauseppe Verdi 

Wolfgang Amadeus Mozart 
(Gaetano Donizetti 


Franz von Suppé 


) Peter Bich Tchaikovsky 
(Céei Maria von Weber 


11/29/46 
11/18/07 
11/6/28 
12/7/88 
11/12/86 
1/24/41 
11/15/23 
1/2/14 
3/25/14 
3/7/21 
2/14/23 
9/16/66 
2/10/55 
12/19/62 
3/29/11 
11/14/10 
4/7/75 


12/11/89 
1/3/90 
11/23/83 
2/19/09 
6/10/74 
1/2/31 
12/26/00 
3/19/13 


11/24/28 
3/8/17 
2/4/37 
1/9/84 
12/30/91 
1/2/26 
2/12/97 
1/20/21 

1/2/24 
1/11/13 

3/6/18 
3/24/22 
1/18/19 
2/27/13 


2/13/04 
12/7/06 
2/5/77 
1/29/92 
12/23/20 
11/28/83 
1/8/00 
4/3/26 
1/2/32 
1/3/12 


12/17/94 
12/3/32 
1/23/04 

1/7/33 
1/28/03 
3/10/99 
3/24/20 

12/23/87 


11/29/30 
2/4/95 
12/10/10 
10/22/83 
11/29/95 
12/5/06 
11/19/84 
1/6/02 
2/16/05 


Title 

Der Fliegende Hollander 
La Forza del Destino 

Fra Gherardo 

Francesca da Rimini 

Die Frau ohne Schatten 
Der Freischtitz 


Germania 

Gianni Schicchi 

La Gioconda 

I Gioielli della Madonna 
Giovanni Gallurese 
Gotterdammerung 
Goyescas 

The Gypsy Baron 


Hamlet 
Hansel and Gretel 
L’Heure Espagnole 
Les Huguenots 


Idomeneo 

In the Pasha’s Garden 
Iris 

L'Italiana in Algeri 


Jenufa 

Jonny Spielt Auf 
La Juive 

Julien 


Khovanshchina 
The King’s Henchman 
K6nigskinder 


Lakmé 

The Last Savage 

The Legend 

Linda di Chamounix 
Lobetanz 

Lodoletta 

Lohengrin 

Loreley 

Louise 

Lucia di Lammermoor 
Lucrezia Borgia 
Luisa Miller 


Macbeth 

Madama Butterfly 

Madame Sans-Géne 
Madeleine 

Madonna Imperia 

The Man Without a Country 
Manon 

Manon Lescaut 

Manru 

Marouf 

Martha 

Mefistofele 

Die Meistersinger von Ntirnberg 
Merry Mount 

Messaline 

Mignon 

Mona 

Mourning Becomes Electra 


Nabucco 

La Navarraise 
Norma 

La Notte di Zoraima 
Le Nozze di Figaro 


Composer 


Richard Wagner 
Giuseppe Verdi 
Ildebrando Pizzetti 
Riccardo Zandonai 
Richard Strauss 

Carl Maria von Weber 


Alberto Franchetti 
Giacomo Puccini 
Amilcare Ponchielli 
Ermanno Wolf-Ferrari 
Italo Montemezzi 
Richard Wagner 
Enrique Granados 
Johann Strauss, Jr. 


Ambroise Thomas 
Engelbert Humperdinck 
Maurice Ravel 

Giacomo Meyerbeer 


Wolfgang Amadeus Mozart 
John Laurence Seymour 
Pietro Mascagni 
Gioacchino Rossini 


Leos Janacek 

Ernst Krenek 
Fromental Halévy 
Gustave Charpentier 


Modest Mussorgsky 
Deems Taylor 
Engelbert Humperdinck 


Léo Delibes 

Gian Carlo Menotti 
Joseph Breil 
Gaetano Donizetti 
Ludwig Thuille 
Pietro Mascagni 
Richard Wagner 
Alfredo Catalani 
Gustave Charpentier 
Gaetano Donizetti 
Gaetano Donizetti 
Giuseppe Verdi 


Giuseppe Verdi 
Giacomo Puccini 
Umberto Giordano 
Victor Herbert 
Franco Alfano 
Walter Damrosch 
Jules Massenet 
Giacomo Puccini 
Ignace Jan Paderewski 
Henri Rabaud 
Friedrich von Flotow 
Arrigo Boito 
Richard Wagner 
Howard Hanson 
Isidore de Lara 
Ambroise Thomas 
Horatio Parker 
Marvin David Levy 


Giuseppe Verdi 

Jules Massenet 

Vincenzo Bellini 

Italo Montemezzi 
Wolfgang Amadeus Mozart 


First Met Performance 


12/31/90 
11/15/18 
3/21/29 
12/22/16 
10/2/66 
11/24/84. 


1/22/10 
12/14/18 
12/20/83 
12/12/25 

2/19/25 

1/25/88 

1/28/16 

2/15/06 


3/10/84 
11/25/05 
11/7/25 
3/19/84 


10/14/82 
1/24/35 
12/6/07 
12/5/19 


12/6/24 
1/19/29 
1/16/85 
2/26/14 


2/16/50 
2/17/27 
12/28/10 


2/22/92 
1/23/64 
3/12/19 
3/1/34 
11/18/11 
1/12/18 
11/7/83 
3/4/22 
1/15/21 
10/24/83 
12/5/04 
12/21/29 


2/5/59 
2/11/07 
1/25/15 
1/24/14 

2/8/28 
5/12/37 
1/16/95 
1/18/07 
2/14/02 

12/19/17 
3/14/84 
12/5/83 

1/4/86 
2/10/34 
1/22/02 

10/31/83 
3/14/12 
3/17/67 


10/24/60 
12/11/95 
2/27/90 
12/2/31 
1/31/94 


Title 


Oberon 
L’Oracolo 

Orfeo ed Euridice 
Otello 


Pagliacci 

Parsifal 

Les Pécheurs de Perles 
Pelléas et Mélisande 
Peter Grimes 

Peter Ibbetson 
Philémon et Baucis 
The Pipe of Desire 
Pique Dame 

Le Preziose Ridicole 
Prince Igor 

Le Prophete 

I Puritani 


La Reine Fiammette 
Das Rheingold 
Rigoletto 

Rinaldo 

Le Roi de Lahore 
Le Roi d’Ys 

Roméo et Juliette 
La Rondine 

Der Rosenkavalier 


Sadko 
Salammb6 
Salome 

Samson et Dalila 


Schwanda der Dudelsackpfeifer 


Il Segreto di Susanna 


Composer First Met Performance 


Carl Maria von Weber 

Franco Leoni 

Christoph Willibald von Gluck 
Giuseppe Verdi 


Ruggiero Leoncavallo 
Richard Wagner 
Georges Bizet 

Claude Debussy 
Benjamin Britten 
Deems Taylor 
Charles Gounod 
Frederick S. Converse 
Peter Ilich Tchaikovsky 
Felice Lattuada 
Alexander Borodin 
Giacomo Meyerbeer 
Vincenzo Bellini 


Xavier Leroux 

Richard Wagner 
Giuseppe Verdi 
Georg Frideric Handel 
Jules Massenet 
Edouard Lalo 

Charles Gounod 
Giacomo Puccini 
Richard Strauss 


Nikolai Rimsky-Korsakov 
Ernest Reyer 

Richard Strauss 

Camille Saint-Saéns 
Jaromir Weinberger 
Ermanno Wolf-Ferrari 


12/28/18 
2/4/15 
12/30/91 
1/11/92 


12/11/93 
12/24/03 
1/11/96 
3/21/25 
2/12/48 
2/7/31 
11/29/93 
3/18/10 
3/5/10 
12/10/30 
12/30/15 
3/21/84 
10/29/83 


1/24/19 
1/4/89 
1/2/85 

1/19/1984 

2/29/24 
1/5/22 
12/14/91 
3/10/28 
12/9/13 


1/25/30 
3/20/01 
1/22/07 
2/8/95 
11/7/31 
12/13/12 
1/12/94 
3/23/18 
11/9/87 


Title 


Il Signor Bruschino 
Simon Boccanegra 
Snegurochka 

La Sonnambula 
Suor Angelica 


Il Tabarro 

The Taming of the Shrew 
Tannhauser 

Thais 

Tiefland 

Tosca 

Die Tote Stadt 

La Traviata 

Tristan und Isolde‘ 
Il Trovatore 

Les Troyens 
Turandot 


Vanessa 
Versiegelt 

I Vespri Siciliani 
La Vestale 

La Vida Breve 
Le Villi 

Violanta 


Der Wald 
Die Walktire 
La Wally 
The Warrior 
Werther 
William Tell 
Wozzeck 


Die Zauberfléte 
Zaza 


Alphabetical list of artists represented in this collection: 


Semiramide Gioacchino Rossini 
Shanewis Charles Wakefield Cadman 
Siegfried Richard Wagner 
APPENDIX II 

Artist Record Side/Band Artist 


Albanese, Licia 
Alda, Frances 
Althouse, Paul 
Amato, Pasquale 
Anderson, Marian 


Bampton, Rose 
Berger, Erna 
Bergonzi, Carlo 
Bjoerling, Jussi 
Bori, Lucrezia 
Bumbry, Grace 


Caballé, Montserrat 
Calvé, Emma 
Campanari, Giuseppe 
Caruso, Enrico 
Castagna, Bruna 
Corelli, Franco 
Cossotto, Fiorenza 
Crooks, Richard 


Dal Monte, Toti 

De Luca, Giuseppe 
Destinn, Emmy 

Di Stefano, Giuseppe 
Domingo, Placido 


Eames, Emma 


10/2 Elias, Rosalind 


4 Farrar, Geraldine 


3/3 Flagstad, Kirsten 
2/5 Fleta, Miguel 
Freni, Mirella 


7/5 Gadski, Johanna 


a Galli-Curci, Amelita 
9/2 Gedda, Nicolai 

4/3 Gigli, Beniamino 
14/4 Gluck, Alma 

Gobbi, Tito 

15/4 Hines, Jerome 

Hs Homer, Louise 
Horne, Marilyn 


8/3 Jadlowker, Herman 
14/2 Jepson, Helen 
15/6 Jeritza, Maria 
7/6 Johnson, Edward 
6/4 Journet, Marcel 


4/6 Kipnis, Alexander 
3/2 Kirsten, Dorothy 
12/2 Konya, Sandor 
16/2 Kraus, Alfredo 


1/2 Lauri-Volpi, Giacomo 


Record Side/Band 


10/3 


3/1 
8/2 
4/3 
15/1 


2/3 
5/3 
10/3 
5/2 
3/6 
12/6 


12/1 
2/5 
16/4 


3/1 
8/1 
5/4 
5/6 
2/4 


9/5 
11/3 
14/3 
15/5 


6/2 


Artist Record Side/Band 


Martinelli, Giovanni 
McCormack, John 
Melba, Nellie 
Melchior, Lauritz 
Merrill, Robert 
Milanoy, Zinka 
Milnes, Sherrill 
Moffo, Anna 
Moore, Grace 
Munsel, Patrice 


Nilsson, Birgit 
Novotna, Jarmila 


Ober, Margarete 


Peerce, Jan 
Peters, Roberta 
Pinza, Ezio 
Plancon, Pol 
Pons, Lily 
Ponselle, Rosa 
Price, Leontyne 


Resnik, Regina 
Rethberg, Elisabeth 
Ricciarelli, Katia 
Ruffo, Titta 
Rysanek, Leonie 
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se First Met Performance 
aria von Weber 12/28/18 

B Leoni 2/4/15 
ph Willibald von Gluck = 12/30/91 
pe Verdi 1/11/92 
ero Leoncavallo 12/11/93 
i Wagner 12/24/03 
pes Bizet 1/11/96 
Debussy 3/21/25 
sim Britten 2/12/48 
Taylor 2/7/31 
Gounod 11/29/93 
ack S. Converse 3/18/10 
ch Tchaikovsky 3/5/10 
Lattuada 12/10/30 
ader Borodin 12/30/15 
> Meyerbeer 3/21/84 
azo Bellini 10/29/83 
Leroux * 1/24/19 
i Wagner 1/4/89 
ne Verdi 1/2/85 
Frideric Handel 1/19/1984 
fessenet 2/29/24 
d Lalo 1/5/22 
s Gounod 12/14/91 
so Puccini 3/10/28 
Strauss 12/9/13 
@) Rimsky-Korsakov 1/25/30 
Reyer 3/20/01 
i Strauss 1/22/07 
= Saint-Saéns 2/8/95 

= Weinberger 11/7/31 
mmo Wolf-Ferrari 12/13/12 
hino Rossini 1/12/94 
s Wakefield Cadman 3/23/18 
d Wagner 11/9/87 


Title 


Il Signor Bruschino 
Simon Boccanegra 
Snegurochka 

La Sonnambula 
Suor Angelica 


Il Tabarro 

The Taming of the Shrew 
Tannhdauser 

Thais 

Tiefland 

Tosca 

Die Tote Stadt 

La Traviata 

Tristan und Isolde’ 
Il Trovatore 

Les Troyens 
Turandot 


Vanessa 
Versiegelt 

I Vespri Siciliani 
La Vestale 

La Vida Breve 
Le Villi 

Violanta 


Der Wald 
Die Walktire 
La Wally 
The Warrior 
Werther 
William Tell 
Wozzeck 


Die Zauberfléte 
Zaza 


Alphabetical list of artists represented in this collection: 


| Artist Record Side/Band 
| Elizs, Rosalind 10/3 
Ferrer Geraldine 3/1 
) Pieestad, Kirsten 8/2 
Ficta. Miguel 4/3 
| Freni, Mirella 15/1 
(Gedski, Johanna 2/3 
| Gelli-Curci, Amelita 5/3 
| Gedda, Nicolai 10/3 
| Giei Beniamino 5/2 
) Gack Alma 3/6 
Gobbi, Tito 12/6 
Himes, Jerome 12/1 
) Homer Louise 2/5 
) Eiorne, Marilyn 16/4 
Tedlowker, Herman 3/1 
Jepson. Helen 8/1 
Jeritza. Maria 5/4 
Ioimson, Edward 5/6 
journet, Marcel 2/4 
Kipnis, Alexander 9/5 
Kirsten. Dorothy 11/3 
) Komya, Sandor 14/3 
Kraus, Alfredo 15/5 
Laz? Volpi, Giacomo 6/2 


Artist Record Side/Band Artist 


Martinelli, Giovanni 
McCormack, John 
Melba, Nellie 
Melchior, Lauritz 
Merrill, Robert 
Milanoy, Zinka 
Milnes, Sherrill 
Moffo, Anna 
Moore, Grace 
Munsel, Patrice 


Nilsson, Birgit 
Novotna, Jarmila 


Ober, Margarete 


Peerce, Jan 
Peters, Roberta 
Pinza, Ezio 
Plancon, Pol 
Pons, Lily 
Ponselle, Rosa 
Price, Leontyne 


Resnik, Regina 
Rethberg, Elisabeth 
Ricciarelli, Katia 
Ruffo, Titta 
Rysanek, Leonie 


Composer 


Gioacchino Rossini 
Giuseppe Verdi 

Nikolai Rimsky-Korsakov 
Vincenzo Bellini 
Giacomo Puccini 


Giacomo Puccini 
Hermann Goetz 
Richard Wagner 
Jules Massenet 
Eugen d’Albert 
Giacomo Puccini 
Erich Wolfgang Korngold 
Giuseppe Verdi 
Richard Wagner 
Giuseppe Verdi 
Hector Berlioz 
Giacomo Puccini 


Samuel Barber 

Leo Blech 

Giuseppe Verdi 

Gasparo Spontini 
Manuel de Falla 
Giacomo Puccini 

Erich Wolfgang Korngold 


Ethel Smyth 
Richard Wagner 
Alfredo Catalani 
Bernard Rogers 
Jules Massenet 
Gioacchino Rossini 
Alban Berg 


Wolfgang Amadeus Mozart 
Ruggiero Leoncavallo 


First Met Performance 


12/9/32 
1/28/32 
1/23/22 
11/14/83 
12/14/18 


12/14/18 
3/15/16 
11/17/84 
2/16/17 
11/23/08 
> 2/4/01 
11/19/21 
11/5/83 
12/1/86 
10/26/83 
10/22/73 
11/16/26 


1/15/58 
1/20/12 
1/31/74 
11/12/25 
3/6/26 
12/17/08 
11/5/27 


3/11/03 
1/30/85 
1/6/09 
1/11/47 
4/19/94 
11/28/84 
3/5/59 


3/30/00 
1/16/20 


Record Side/Band 

4/4 Sayao, Bidu 8/5 
4/1 Schipa, Tito 7/4. 
5 Schorr, Friedrich 6/1 
6/5 Schumann-Heink, Ernestine 2/1 
11/4 Scotti, Antonio 2/2 
9/1 Scotto, Renata 15/2 
15/3 Sembrich, Marcella 1/1 
13/3 Steber, Eleanor 10/3 
7/1 Stevens, Risé 9/3 
l/l Svanholm, Set 11/6 
saya Swarthout, Gladys Vile: 
10/1 Talvela, Martti 16/3 
Te Kanawa, Kiri 16/5 

4/5 Tetrazzini, Luisa 4/2 
10/4 Thorborg, Kerstin 8/4 
12/3 Tibbett, Lawrence 6/3 
6/6 Tozzi, Giorgio 10/3 
1/3 Traubel, Helen 8/6 
7/3 Tucker, Richard 11/2 
5/1 Valdengo, Giuseppe 11/5 
14/1 Valletti, Cesare 12/4 
Verrett, Shirley 16/1 

Eh Vickers, Jon 13/5 
16/6 Vinay, Ramon 1/5 
5/5 Warren, Leonard 9/4 
13/2 Whitehill, Clarence 3/5 
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Art Director: J. J. Stelmach 
Booklet: Conductor and production photos courtesy of Opera News 
Literary/Editorial Supervision: Nancy Lee Swift, Jane T. Brier 
Mastering Engineer: Edwin Begley 


Special thanks are due to William R. Moran, Honorary 
Curator, Archive of Recorded Sound, Stanford 
University, for supplying much of the source for the 
acoustical and early electrical recordings and for 
providing transfers of all in both categories 
at the proper musical pitch. 


Also, to Martin L. Sokol our thanks for assisting 
in the selection of contents. 


Timings: 

Side 1—4:22, 3:00, 1:53, 3:06, 7:42, 3:05 

Side 2—6:43, 3:07, 4:29, 2:22, 3:26, 4:27 

Side 3—4:17, 4:36, 4:34, 2:29, 4:09, 4:28 

Side 4—3:41, 4:07, 4:26, 4:23, 3:38, 4:04 

Side 5—4:51, 3:35, 4:18, 3:23 (BMI), 4:14, 3:30 
Side 6—9:04, 3:02, 4:25 (ASCAP), 3:47, 3:58, 1:43 
Side 7—4:35, 4:09, 4:18, 2:46, 4:33, 4:16 

Side 8—4:00, 7:30, 1:58, 2:43, 4:59, 4:57 

Side 9—5:18, 3:26, 7:57 (ASCAP), 4:40, 3:37 

Side 10—4:41, 3:24, 9:53 (ASCAP), 6:27 

Side 11—4:53, 4:15, 2:28, 2:57, 2:24, 4:27 

Side 12—4:36, 4:28, 2:49, 4:47, 2:33, 4:43 

Side 13—3:53, 7:28, 2:45, 6:08 (BMI), 2:46 

Side 14—9:17 (ASCAP), 3:54, 4:50, 4:56 

Side 15—5:34, 8:00, 3:24 (ASCAP), 4:41, 2:17, 2:52 
Side 16—7:03, 2:14 (ASCAP), 3:28, 4:26, 4:25, 4:46 
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